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Volume 29 Number 2 
CONTACT, starring Jodie Foster, 

based on Carl Sagan's novel, 
directed by Roger Zemeckis. Also, 
Oscar-winning animation. $8.00 

Volume 29 Number 1 
MEN IN BLACK, quirky sci-fi 

from Barry Sonnenfeld. Also an in- 
depth story on Joel Schumacher's 
BATMAN AND ROBIN $8.00 

Volume 28 Number 12 
Features our annual look at the 50 

most powerful people in horror, sci¬ 
ence fiction and fantasy film. Plus 
Disney's HERCULES $8.00 

Volume 28 Number 3 
A behind-the-scenes look at THE X* 

FILES with features on creator Chris 
Carter, along with actors and crew, and 
a third season episode guide. $8.00 Volume 26 Number 6 

Volume 27 Number 1 

nrMwn m Heeeee rec uvRn in eveeee 
numsr & score mum, 
VMR CORE NEWS i UNTIII 

CINEFANTASTIQUE is published each and every month, with issues 
jam-packed with the latest stories on the hottest films you want to see. 

Don’t miss next issue's cover story on the making of Chris Carter's Fox- 
TV hits THE X-FILES and MILLENNIUM. Our third annual issue on Carter's 
X-FILES, by Paula Vitaris, features interviews with writer-producers Glenn 
Morgan and James Wong on supervising the show's fourth season without 
Carter's hands-on involvement, plus a detailed episode guide to the show's 
fourth season. Also an interview with Carter on the creation of MILLENNIUM, 
his companion horror series for Fox and a profile of star Megan Gallagher. 

This Halloween Horror Double Issue Spectacular also includes pre¬ 
views of Dean Koontz' PHANTOMS; AN AMERICAN WEREWOLF IN 
PARIS. Anthony Waller's sequel to the John Landis comedy-horror classic; 
DEEP RISING, a horrifying tale of mercenaries trapped on a ship under at¬ 
tack by monsters from the depths; Paul Verhoeven’s STARSHIP TROOP¬ 
ERS; and DARK WORLD, future noir from Alex Proyas, director of THE 
CROW. And much more! 

Subscribe today at the special low rate of just $48 for the next 12 issues, 
and select one of our collector's editions or recent back issues shown be¬ 
low as your free gift! Subscribe or renew for two years (24 issues) for only 
$90 (a savings of over $50 off the newsstand price!) and take two back is¬ 
sues of your choice free! Act now—it doesn't get any better than this! 

Subscribe Now at Money-Saving Rates and 
Take Any Back Issue Below as Our Gift! 

Volume 28 Number 11 
The TV version of Stephen King's 

THE SHINING, and a took at Stanley 
Kubrick s version. Plus AEON FLUX 
with episode guide. $8.00 

Volume 20 Number 10 
Features SPACE TRUCKERS. 

Stuart Gordon's working class space 
adventure; ANACONDA; David 
Cronenberg s CRASH. $8.00 

Volume 28 Number 9 
The on going effects legacy of 

STAR WARS in today’s FX giants: 
Richard Ediund, Dennis Muren, Phil 
Tippett, Hamson Ellenshaw. $8.00 

ICINEFANTASTIQUEI 

Volume 28 Number 8 
A comprehensive look at the re- 

release of George Lucas s STAR 
WARS, including CGI enhanced 
effects and overall design $8.00 

Take, as one of your free bonus back 
issues for new subscribers, this 
spectacular double issue devoted to the 
X-FILES. published last year, written by 
Paula Vrtans. In an amazing 74 pages. 
Vitans provides the best and most 
detailed episode guide ever to the show's 
first two seasons, annotated with the 
comments of the writers, producers, 
directors and actors. Also included, are 
profiles of stars Duchovny and Anderson, 
as well as interviews with series creator 
Chris Carter, co-executive producer. 
R W, Goodwin, co^producer Paul 
Rabwin, producer-director David Nutter, 
casting directors Rick Millikan, and Lynne 
Carrow. cinematographer John H. 
Bartley, makeup supervisor Toby Undala. 
writer producer Howard Gordon, special 
effects supervisors Dave Gauthier and 
Mat Beck, production designer Graeme 
Murray, writer-producers Glen Morgan 
and James Wong, composer Mark Snow, 
producer-d irector Rob Bowman, plus cast 
interviews including Mitch Pileggi, 
Nicholas Lea. William David. Steven 
Williams, and more! $14.00 

SEE PAGE 61 ORDER TOLL FREE BY PHONE, 1-800-798-6515 OR USE ORDER FORM, 



OOP QOOOOOOOOOOOQOOOOOQOOOOOOOCr 

oil 

CINEFANTASTIOUE 
0000000000000000000 0.0000000 0*0 

VOI.UMR 29 NUMBER 3 

Something old, something new, in this 
month's cover story on the making of 
Robert E. Howard s KULLTHE 
CONQUEROR and Todd McFarlane’s 
SPAWN, the Sword & Sorcery epic 
starring HERCULES' Kevin Sorbo hopes 
to pick up the Howard film franchise 
where Arnold Schwarzenegger left off, 
and McFarlane's comic book adaptation 
hopes to show what a filmed caped 
crusader is really capable of. You get to 
be the judge. 

London correspondent Alan Jones 
was on the set of KULL in Bratislava. 
Slovakia to file his report on how 
producer Rafaella DeLaurentiis has 
picked up reigns on the Sword & Sorcery 
genre from her father. Oino. who 
produced two CONAN films with 
Schwarzenegger. Jones interviewed 
director John Nicollela (MIAMI VICE)— 
whose filmic vision seems based more 
on the comics inspired by Howard than 
Howard himself—as well as DeLaurentiis 
and Sorbo. Also profiled is the film's 
makeup master. Gianetto De Rossi, who 
provides KULL with effects magic the old- 
fashioned way. In an interesting move, 
after producing DRAGONHEART. 
DeLaurentiis has chosen a low-tech 
approach to KULL. 

McFarlane's SPAWN goes in the 
opposite direction. The comic book 
auteur purposely sought out ILM 
hotshots Mark Dippe, Clint Goldman and 
Steven “Spaz" Williams to direct, 
produce, and supervise the effects for his 
comic book brainchild and make it look 
like no comic book film ever before. L.A. 
correspondent James Van Hise 
interviews McFarlane and his ILM brain 
trust in his report from the set. and also 
looks at the striking makeup work of the 
KNB Efx Group. Running counter to the 
rule, McFarlane's SPAWN features a 
strong cast, but not a roster of overpaid 
"star names." SPAWN is the star. Van 
Hise talks to Michael Jai White and John 
Leguizamo about performing under 
pounds of latex as Spawn and his 
nemesis Clown, and profiles Melinda 
Clarke as Priest, the film's femme fatale 
assassin. 
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7 DARK WORLD 
Alex Proyas, the director of THE CROW, envisions a subter¬ 
ranean world of mind control in his new tour of darkness, starring 
William Hurt and Richard O’Brien. / Article by Chuck Wagner 

10 ROBERT E. HOWARD'S 
“KULL THE CONQUEROR” 

Rafaella DeLaurentiis, the maker of CONAN THE BARBARIAN, 
brings Kevin Sorbo, TV's HERCULES, to the big screen in 
a tale of Conan's ancestor. / Article by Alan Jones 

24 Snow white in the black forest 
One of the world's most famous fairy tales returns to its roots in 
Showtime's gothic chiller, this time told from the view of the wicked 
witch, filmed as a $30 million feature. / Article by Alan Jones 

27 SIGOURNEY WEAVER—EVIL QUEEN 
As the wicked stepmother. Weaver waxes eloquent about the 
psychological motivations of a woman obsessed with youth and 
beauty who goes over the edge. / Interview by Alan Jones 

32 TODD MCFARLANE’S “SPAWN” 
The bestselling comic book hero from hell, Spawn, makes his 
debut as ILM vet Mark Dippe directs for the first time and Todd 
McFarlane keeps a close watch. / Articles by James Van Hise 

40 CGI “SPAWN” BY ILM 
Chris Kubsch and Steven "Spaz’’ Williams on visualizing a comic 
book world, complete with Hell, as ILM completes cutting edge 
CGI effects for SPAWN. I Article by James Van Hise 

52 Casper, a spirited beginning 
Sean McNamara directs CGI ghosts and a mad bomber in a tale 
of Casper’s origins for the direct-to-video market, explaining why 
the Friendly Ghost doesn't scare people. / Article by Dan Scapperotti 

56 Texas chainsaw massacre iv 
Distributors dismissed Leatherface's third sequel. But when Matthew 
McConaughey and Renee Zellweger became stars, Part IV of the 
Chainsaw saga suddenly got legs. /Article by Jay Stevenson 
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Upcoming cinefantastique at a 
glance, along with a word or two 

for the discriminating viewer. 
compiled by Jay Stevenson 

February 

DARK Empire (New Line) October 17 
Originally titled DARK CITY, then DARK WORLD, this 
futuristic film noir was pushed back from an August 29 
release. The film was produced by Andrew Mason and 
directed by Alex Proyas (both having fulfilled those du¬ 
ties on THE CROW). The script, by Proyas and David 
Goyer (who wrote THE CROW: CITY OF ANGELS), 
features murder and mind control, as a man (Rufus 
Sewell) awakens to find that his memories are gone 
and that he is wanted for a string of brutal murders. 
William Hurt plays the detective, and Richard O'Brien 
(Riff-Raff in THE ROCKY HORROR PICTURE SHOW) 
plays Mr. Hand, the leader of a sinister group called 
The Strangers, whose powers and purpose are cloaked 
in mystery. Jennifer Connelly and Kiefer Sutherland 
round out the cast. Production design of the film is by 
Patrick Tatopoulos (INDEPENDENCE DAY, and the up¬ 
coming GODZILLA). SEE PAGE 7. Chuck Wagner 

KULL THE 
CONQUEROR (Universal) August 29 
Robert E. Howard's pulp fiction hero comes to the big 
screen in this $35 million effort from producer Raffaella 
De Laurentiis. Kevin Sorbo (TVs HERCULES) plays the 
title character, who must defend his crown from the villain¬ 
ous Taligaro and the resurrected evil goddess Akivasha. 
MIAMI VICE-director John Nicolella made his feature de¬ 
but, working from a script by Charles Edward Pogue 
(DRAGONHEART). Tia Carrere (TRUE LIES) co-stars 

SEE PAGE 10. 

Mimic (Dimension) August 22 
In the showdown wilh the major studios (his summer. Mira¬ 
max’s genre label Winked, pushing back Guillermo Del Tor’s 
science-fiction effort from a July 18 release. Mira Sorvino 

stars SEE CFO 29:2 

Snow White*. A Tale 
OF TERROR (Showtime) August 22 
The British just can’t get it together when it comes to 
making genre films that will sell tickets. After MARY 
SHELLEY’S FRANKENSTEIN and MARY REILLY be¬ 
came boxoffice disappointments, theatrical distribution of 
Polygram Pictures’ LOCH NESS was abandoned in fa¬ 
vor of a TV debut. Now a similar fate has befallen this 
$30 million effort (filmed as SNOW WHITE AND THE 
BLACK FOREST), which was intended to be an adult 
version of the familiar fairy tale that put the -grim back in¬ 
to the Grimm original,’ according to director Michael 
Cohn (CFO 28:4/5:6). Instead, the filmmakers got cold 
feet, cut out the horror, and wound up with a bland 
retelling that will bypass theatres and debut on Show¬ 

time SEE PAGE 24. 

BE CAREFUL 
WHAT YOU WISH FOR 

WISH Master (Uve Entertainment) 

RISING 
DELAYED 

STEEL (Warners) August 15 

Coming in the Fall of 1997 is a film about an evil ge¬ 
nie (or Djirm, to use the non-Westem version of the 
word), which Uve Entertainment hopes can be built 
into the kind of franchise that the NIGHTMARE ON 
ELM STREET films became. Produced by Wes 
Craven, the film was written by Peter Aitkins (who 
scripted the HELLRAISER sequels) and directed by 

effects expert Robert Kurtzman (who 
made his directorial debut with THE DE- 
MOUTIONIST last year). Aitkins was ex¬ 
cited about the opportunity to create an 
articulate supernatural antagonist, along 
the lines of Clive Barker s Pinhead. "In 
the old writings, the Djinn were terrifying, 
demonic creatures," said the screen¬ 
writer. "But what really got me excited 
was the notion of the wish that damages 
the wisher. I realized I could have a lot of 
fun, and it was an opportunity to write an 
articulate monster, which I always en¬ 
joyed about writing the HELLRAISER 
series. The Djinn could be Ihis terrifying, 
demonic creature in appearance, but al¬ 
so. by dint of necessity, be a silver- 
tongued devil. You have to manipulate 
people into asking for a wish that could 
be granted in a certain way to serve his 
ends rather than theirs." Pictured, An¬ 
drew Duoff as the Djinn. 

James Van Hlse 

October 3 

Deep Rising (Hollywood) 
This maritime action-adventure horror 
flick has been put put off from October till 
February. Treat Williams and Famke 
Janssen star for writer-director Stephen 
Sommers (THE JUNGLE BOOK) in this 
tale of sea creatures that rise from the 
depths to attack a luxury cruise ship. The 
creatures were designed by Rob Boltin 
(LEGEND) and executed with CGI by ILM 
and DreamOuest. "We hide it for the first 
forty minutes, but lots is happening; we re 
keeping people on the edge of their seats 
and getting them prepared for when we 
show it. And once you show it. you go 
balls out. If you try to hide it these days, 
audiences are gong to roll their eyes and say you 
couldn't afford it." Sommers promises one wild ride 
for audiences: "In this movie, almost every scene has 
one or more gag going on; mechanical effect. CG ef¬ 
fect. stunt," he said. "The pace is pretty much non¬ 
stop. The first twenty minutes have a pretty good 
pace, and then It just takes off. and never stops." Pic¬ 
tured. Janssen and Williams. Douglas Eby 

As part of Hollywood's Summer Release Schedule Follies, 
this film saw its initial release date of August 8 pushed back a 
week, after New Lne Cinema's rival black comic book char¬ 
acter. SPAWN, was moved up to open on the same week¬ 
end (Whether the two films would have actually been com¬ 
peting for the same audience is another matter; for despite 
their superficial similarities, they are profoundly different films: 
SPAWN is a dark gothrc tale of an anti-hero from Hdl. where¬ 
as STEEL is a squeaky clean, PG-13 superhero for the 
whole family.) Producer Joel Simon predicts that anyone 
who questions Shaquille O’Neal's acting talents will be 
surprised by this film. "I think his performance is beyond 
the expectation of what he has done previously," said 
Simon. “Kenny has gotten an incredible performance 
from Shaq. We are all very, very pleased. I think every¬ 
body who sees it will say he has grown." SEE CFQ 29:2 

The Texas Chainsaw 
Massacre IV (Cfp) August 29 
This film (previewed in CFO 27:3. under the title RETURN 
OF THE TEXAS CHAINSAW MASSACRE) seemed 
doomed to video oblivion Completed over a year ago. it sat 
on the shelf, unable to find a 
distributor, until a strange 
thing happened—well, two 
strange things: the film's 
male lead, Matthew Mc- 
Conaughey, starred in A 
TIME TO KILL, which 
earned over $100 million at 
the boxoffice, and the fe¬ 
male lead, Renee Zellweger, 
co-starred with Tom Cruise 
in JERRY MAGUIRE, which 
also made over $100 million. 
Suddenly the new CHAIN¬ 
SAW film wasn't such a risk 
anymore, and with Mc- 
Conaughey's latest Holly¬ 
wood extravaganza. CON¬ 
TACT in theatres this July, 
August seemed a good time 
to cash-in on the star's fame 
Kim Henkel, who co-wrote 
the original CHAINSAW MASSACRE with Tobe Hooper, 
wrote and directed this third sequel Above: McConaughey 
and Zellweger. SEE PAGE 56 
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NEMO RETURNS—AGAIN! 
French director preps $45 million 
prequel to Jules Verne’s classic. 

RAISING HELL 
FOR PETA 
by Steve Biodrowski 

Practitioners of horror fiction 
and cinema are often the most non¬ 
violent people in real life. As if to 
underscore the point, horror author 
and filmmaker Clive Barker, himself 
no stranger to graphic descriptions 
of death and disembowelment, re¬ 
cently wrote a letter on behalf of 
People for the Ethical Treatment of 
Animals, asking the editors of 100 
U.S. newspapers to reposition 
columns on hunting and fishing. 
The text of the letter runs as fol¬ 
lows: 

People for the Ethical Treatment 
of Animals (PETA) and I are asking 
you and editors nationwide to put 
your hunting and fishing columns 
where they belong: on the obituary 
pages. 

For decades, “outdoors" writers 
with snuff-it-and-stuff-it mentalities 
have been imposing their true-life 
horror stories about bagging bucks 
and snagging trout on newspaper 
readers. 

Considering that the majority of 
Americans today prefer outdoor 
sports like tennis, biking, and jog¬ 
ging, editors should have long ago 
banished columnists who write 
about killing wildlife to the Stone 
Age scrap heap. 

Please, at least put these ac¬ 
counts of animal victims’ untimely 
demises in the proper place—with 
other death notices. 

by Alan Jones 

Hot from the international box 
office success of CRYING FREE¬ 
MAN (a martial arts fantasy still un¬ 
released in the U.S.), French direc¬ 
tor Christophe Gans is set to helm 
a $45 million prequel to Jules 
Verne's 20,000 Leagues Under the 
Sea. The former editor of the 
French cinema magazine Starfix 
came through with flying 
colors on that John Woo- 
styled 007 superhero fan¬ 
tasy, which got him the 
20,000 LEAGUES as¬ 
signment, as he ex¬ 
plained: “It’s not a project 
I initiated. The Kushner 
Locke company, which 
works with August Enter¬ 
tainment—the people 
selling the distribution 
rights to CRYING FREEMAN—saw 
the rushes and asked me to con¬ 
sider tackling the idea. Everyone 
else they contacted thought it 
would cost a lot more than the $45 
million they were prepared to 
spend. I had really pared the $6 
million CRYING FREEMAN budget 
to the bone, and they were very im¬ 
pressed with the spectacular re¬ 
sults. Everyone thought it cost at 
least double that." 

He continued, ‘What French¬ 
man wouldn't want to make the 
Verne story? It was the first book I 
ever read at six years old. But I had 
reservations about taking on the 
memory of the 1954 Disney classic. 
Also there have been those two re¬ 
cent, and awful, miniseries. So I 
talked the Kushner Locke people in¬ 
to letting me write a prequel, al¬ 
though I knew what they were think¬ 
ing when they agreed: the Captain 
Nemo character would be twenty 
years younger than James Mason 
in the Disney adaptation, giving 
them the opportunity to cast some¬ 
one along the lines of Brad Pitt." 

However, Kushner Locke were 
rather taken aback by Gans’ treat¬ 
ment. ‘What I'd done was investi¬ 
gate how and why Nemo turned in¬ 
to a terrorist and took to the seas in 
the Nautilus submarine. The story 

starts in the Civil War 
and also takes on board the black 
versus white racial issue. That plus 
the terrorism angle were the mod¬ 
ern hooks for a contemporary audi¬ 
ence unfamiliar with the Verne sto¬ 
ry. The plot dynamic pitted Nemo, a 
Deep South Fascist aristocrat, 
against Jacquard, a 17-year-old 
anti-white black slave cabin boy. 
Anyway, when Kushner Locke read 
it they accused me of being a Com¬ 
munist because they wanted a po¬ 
litically correct movie. So my CRY¬ 
ING FREEMAN producer Samuel 
Hadida (the man who discovered 
Quentin Tarantino and his TRUE 
ROMANCE script) took control of 
the project himself, and now we're 
shooting in North Carolina and the 
Bahamas this September. I'm using 
the ideology of the Nemo character 
to inform the action narrative in the 
same way Sergio Leone did in A 
FISTFUL OF DYNAMITE. But 
again, like in CRYING FREEMAN, I 
want to tell the story through the 
eyes of the woman who falls in love 
with Nemo. I'm of the old school 
who believes all fantasy should em¬ 
anate from the romance, like in the 
best Italian movies by Mario Bava. 
The true title of my prequel should 
be 'The Woman Who Loved Cap¬ 
tain Nemo." 

There’s another fantasy script 

to 20.000 
Disney In 1954. 

Gans has ready to go too. “It's an 
adaptation of the 70s ‘Heavy Met¬ 
al' Italian comic strip RANXEROX, 
which recounts the adventures of a 
muscle-bound punk cyborg. Unfor¬ 
tunately it also encompasses drug- 
taking, pornography, and pedophil¬ 
ia as the main character is a 12- 
year-old girl who^s screwing the title 
robot. It's a problematic script be¬ 
cause of the Puritan atmosphere 
prevalent today. Studios are scared 
of it even though Tony Scott, Marco 
Brambilla, and Uli Edel have shown 
interest in directing. I fear it won’t 
ever get before the cameras unless 
I commit to directing it, which I'm 
not sure I want to do." 

While acknowledging the some¬ 
what exaggerated hyperbole of 
Barker's rhetoric, I would like to 
take the opportunity, on a personal 
level, to say, "Right on, Clive!" □ 

Short Notes 
Our shock at the announcement of Fox Mulder's ‘suicide" in the season fi¬ 
nale of THE X-FILES would have been considerably more profound, had 
we not known that star David Duchovny is already signed to do another 
season and the feature film. & Robert Duvall. Morgan Freeman, and 
Vanessa Redgrave have joined the cast of the asteroid pic DEEP IM¬ 
PACT, a joint effort between Paramount and DreamWorks. Produced by 
David Brown. Richard Zanuck, and Steven Spielberg, the film was scripted 
by Bruce Joel Rubin. The casting keeps the film ahead of Gale Anne 
Hurd's rival flick ARMAGEDDON, a Touchstone effort set to roll in August 
with Bruce Willis. Yet a third asteroid-impact movie, to be written and di¬ 
rected by Peter Hyams for producer James Cameron, has apparently 
dropped out of the race. (A Natasha Henstridge. Michael Madsen, and 
Marge Helgenberger have signed to reprise their roles in SPECIES II, for 
MGM, to be directed by Peter Medak (THE RULING CLASS). □ 
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Phantoms 
This time, Dean Koontz is in charge 

of new film based on his novel. 

Peter O'Toole plays Timothy Flyle, a discredited 
Oxford paleobotanist-turned-tablold journalist 

who Investigates baffling mass disappearances. 

by Steven Lehti 

Dean Koontz’s displea¬ 
sure with movies adapted 
from his novels (HIDE* 
AWAY. DEMON SEED) is 
legendary. If the upcoming 
adaptation of his novel 
PHANTOMS falls short, he 
may have only himself to 
blame: Koontz serves as ex¬ 
ecutive producer, and [as of 
this writing] will hold the sole 
credit for the screenplay. Mi¬ 
ramax opens PHANTOMS 
nationwide October 24. 

“From what I've seen of 
the previous films, he has 
every right to be pissed off." 
said co-producer Joel Sois- 
son. “Some of them have 
been a little dubious. Here 
we're using Dean Koontz's 
script from Dean Koontz's 
novel. And, the beauty of it is, it re¬ 
ally is his vision. It's the first movie 
that's ever been made of a Koontz 
novel where he has been an active 
participant in protecting the vision 
of the film." 

NEO Motion Pictures. Inc. 
(which Soisson formed in partner¬ 
ship with Michael Leahy and W.K. 
Border) is producing PHANTOMS. 
Their previous credits include THE 
PROPHECY ('95) and the live-ac¬ 
tion FIST OF THE NORTH STAR. 
Dimension Pictures will release the 
film, which stars Peter O'Toole. 
Joanna Going, and Rose Mc¬ 
Gowan (SCREAM). Joe Chap- 
pelle (HALLOWEEN: CURSE OF 
MICHAEL MYERS) gets his first 
shot directing a genre movie that 
is not a sequel. 

Soisson first encountered 

Koontz's novel in the mid-1980s, “I 
fell in love with it. and pursued it for 
the next ten years. We shopped 
this thing around until finally it 
wound up at Miramax." 

Principal photography took 
place in Colorado in the autumn of 
1996. The mountain hamlet of 
Georgetown served as the doomed 
town of Snowfield, Colorado (Cali¬ 
fornia in the novel), where most of 
the action takes place. Interiors 
were filmed in a Denver warehouse 
that has also served television’s 
PERRY MASON and FATHER 
DOWLING MYSTERIES. 

Koontz's novel is a fictional at¬ 
tempt to explain various mass dis¬ 
appearances throughout history: 
among them, the Mayan cities of 
Palenque and Pedrasm Negras, 
the New England Roanoke Colony. 

and a 3000 strong army regi¬ 
ment which vanished without 
a trace in Nanking China. In 
the case of those Mayan 
cities, Soisson said, “the 
populace disappeared 
overnight, leaving food on 
the tables untouched, no 
sign of forced exodus. 
There's a whole bunch of 
these baffling mass disap¬ 
pearances, and what 
Koontz's book and our film 
presuppose is that these 
were not random. These 
were strikes by a subter¬ 
ranean-dwelling entity that 
comes up to feed on a semi- 
regular basis." 

Going and McGowan play 
sisters who return to the town 
to find every one of the in¬ 
habitants either dead or 
missing. Peter O' Toole is 

Timothy Flyte, a discredited Oxford 
paleobotanist turned tabloid jour¬ 
nalist. His theories of just such a 
creature ruined his academic ca¬ 
reer. When the news of Snowfield’s 
baffling disappearance comes to 
light, his ideas are given new cre¬ 
dence, and he is pulled into the ac¬ 
tion. The PHANTOMS title derives 
from the creature's mimicking the 
dead townfolk. haunting Going, Mc¬ 
Gowan and government officials in¬ 
vestigating the disappearance of 
the Snowfield populace. 

The creature's actual form 
won't be seen until the finale. 
Thomas Rainone (LORD OF ILLU¬ 
SIONS: RETURN OF THE LIVING 
DEAD III), serves as special ef¬ 
fects supervisor. Neither he nor 
Soisson could say what the actual 
creature would look like, though 
Koontz's novel describes a mas¬ 
sive Lovecraftian, tentacled blob. 
“That will be decided in post-pro¬ 
duction," Soisson said. “You see it 
in various forms it wants you to 
see it in, but what is its original 
form? We’re basically having 
every designer in town [L.A.] sub¬ 
mitting ideas. We're getting [de¬ 
signs of] everything from jellyfish 
to gods. And the idea is probably 
it’s going to be a combination. 

“Or, if it doesn’t work out, then 
everybody's going to look into a big 
bright flashing light and say. 
Wow!" □ 

Ripper Diary Closed? 
It looks like the alleged diary of Jack the Ripper will remain un¬ 

opened for the foreseeable future, at least as far as Hollywood is con¬ 
cerned. The controversial manuscript was supposed to provide the ba¬ 
sis for a feature film; however, after developing the project for over two 
years at New Line Cinema, director William Friedkin (THE EXORCIST) 
has sued the company for fraud and breach of contract, to the tune of 
$2.5 million. The suit alleges that New Line and Katja Motion Picture 
Corporation agreed to make the pic but later changed their minds in fa¬ 
vor of a rival Ripper project to be helmed by Allen and Albert Hughes. 
Meanwhile, the companies refused to put Friedkin s project in turn¬ 
around so that he can take it elsewhere, and neglected to pay him for 
his final rewrite of the script. 

Obituaries 
by Jay Stevenson 

Brian Mav 
The 63-year-old Australian film 

composer (not the Brit guitarist for 
the rock group Queen) died of a 
heart attack in April. During the 
years, beginning in the 70s, when 
Australian film burst upon the inter¬ 
national scene, he scored many 
high-profile projects, including Pe¬ 
ter Weir's GALLIPOLI. His fine 
genre scores include PATRICK. 
MAD MAX and THE ROAD WAR¬ 
RIOR. DR. GIGGLES. FREDDY'S 
DEAD: THE FINAL NIGHTMARE. 
STEEL DAWN, and the TALES 
FROM THE CRYPT TV series. 

Edward Mulhare 
The 74-year-old Irish actor, 

best known to TV audiences for 
THE GHOST AND MRS MUIR, 
died on May 24 of lung cancer. 
Mulhare played the lovably irasci¬ 
ble ghost of Captain Gregg in the 
60s sit com (a role originated by 
Rex Harrison in the classic feature 
film). Amongst a wide range of 
credits on stage and screen, his 
other genre appearances include a 
recurring role on KNIGHT RIDER 
opposite David Hasselhoff and 
guest shots on Hasselhoffs later 
series BAYWATCH NIGHTS and 
THE OUTER LIMITS. He also 
played the villain in the James 
Bondish OUR MAN FLINT. 

PRODUCTION STARTS 

Bram Stoker s leg¬ 
end of the Mummy 
Actually, the Stoker novel is titled 
Jewel of the Seven Stars. Lou 
Gossett Jr. stars tor writer-director 
Jeffrey Obrow. This production got 
the jump on a rival project in devel¬ 
opment from Michael Almareyda 
(NADJA). who is also trying to film 
the Stoker novel. 

Mighty Joe Young 
Ron Underwood (TREMORS) di¬ 
rects this remake of the classic 
B&W film, which earned an Oscar 
for fx ace Willis O'Brien (KING 
KONG) Charlize Theron (TWO 
DAYS IN THE VALLEY) and Bill 
Paxton (TWISTER) star Rick 
Baker and Hoyt Yeatman provide 
the lovable ape 
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CROW director 
Alex Proyas’ new 
tour of darkness. 

By Chuck Wagner 

“A little knowledge is a 
dangerous thing, 

drink deep or taste not the 
sacred spring/’ 

We all want to know more. 
What’s going on? Why are 
these things happening? Is 
everything a big conspiracy? 
Are we free, or are we all mere¬ 
ly acting out a script? And if so, 
whose script? 

These existential questions 
and more lie at the root of 
DARK WORLD, a noir-ish tale 
set in a ’30s-*40s-style City 
That Never Was which features 
murder, mayhem, mind control 
and a malevolent presence. The 
film is produced by Andrew 
Mason and directed by Alex 
Proyas—both having fulfilled 

those duties on the equally dark 
THE CROW—and written by 
Alex Proyas and David Goy- 
er—who scripted THE CROW: 
CITY OF ANGELS (aka THE 
CROW II). The casting of Ru¬ 
fus Sewell and William Hurt— 
as a man accused of a series of 
murders and the detective 
searching for him—rounds out 
the gray color scheme. New 
Line cinema opens the film na¬ 
tionwide October 17. 

Once again, Alex Proyas will 
take us on a tour of darkness. In 
conversation, at least, Proyas 
seems a sunny man from a sun¬ 
ny place. Born in Egypt of 
Greek parents, Proyas made 
DARK WORLD in Sydney, 
Australia, where he lives. “We 
built the entire film," Proyas 
said. “Everything you see is a 

In Proyas’ allernate universe the suberranean strangers control everything 
above ground, surreptitiously, without anyone’s knowledge. 
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The Lair of the Strangers. Inset: Aussie 
Alex Proyas, about to give audiences 

a lethal Injection in a Kafka-esque 
tale of mind-manipulation. 

set. There was virtually no lo¬ 
cation used whatsoever. It was 
an idea that's been with me for 
a very long time. It grew over 
time. It’s been with me so long 
1 can't really tell you. I can't 
remember. There’s a character 
in the movie who’s a detec¬ 
tive, who’s sort of a classic 
*40s-slyle, hard-boiled detec¬ 
tive. I came up with an idea of 
making a film with a character 
like that who’s absolutely ob¬ 
sessed with the facts, on a case 
which doesn’t add up. Nothing 
about it makes factual sense to 
him. He slowly starts to go in¬ 
sane through the story. He 
can't put the facts together be¬ 
cause they don't add up to 
anything rational. 

“That was the germ of the 
idea, and it progressed into 
what the film is now: a story 

about an entire world that is ma¬ 
nipulated by beings.’’ 

In the story, John Murdoch, 
played by Rufus Sewell, finds 
his memories have vanished. 
He slowly unravels the puzzle 
of who he is by discovering the 
brain-manipulation (or Tun¬ 
ing, as it’s called) of 
The Strangers—from which 
he is somehow immune. Imper¬ 
vious to their manipulation, he 
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William Hunt plays Bumstead, a noir- 
ish detective on the trail of a murder* 

er, but who’s pulling the strings? 

now is a threat to this bizarre 
"world order.” 

It all sounds so very Kafka- 
esque. “I love Kafka,” Proyas 
said. “In fact, I visited his grave 
in Prague, because I really like 
his work. A lot of people have 
said this is Kafka-esque, but it 
really isn’t. There is an clement 
to that, but it’s probably closer 
to THE TWILIGHT ZONE.” 

But at the core of this story, 
rather than a sense of irony, are 
The Strangers and their hypo¬ 
dermically-injected cranial 
agenda. “Basically they manip¬ 
ulate people’s lives,” Proyas ex¬ 
plained. “They are basically 
shadowy figures. Who knows, 
in [our] world maybe they exist. 
When we all fall asleep at night 
they come in and rearrange the 
chess pieces. They change peo- 

Rufus Sewell as protagonist Murdoch 
hounded Dostoevsky-like for a 

murder he didn't commit, or did he? 

ROCKY HORROR’s Richard O’Brien 
is chilling as the ultimate suit. 

Jennifer Connelly as Emma in the 
grip of Mr. Hard, ROCKY 

HORROR SHOW’S Richard O'Brien. 

and have been at it ever since. 
One way or another,” he said. 

One escape from New 
Zealand’s banal rural existence 
was the local, late night cinema. 
O’Brien watched loads of 
movies...and therein lies the 
genesis of THE ROCKY HOR¬ 
ROR SHOW, which owed 
much of its structure from bits 
culled from earlier films. “It 
was collected lovingly from 
everywhere,” O’Brien recalled. 
“It was like going into the 
kitchen and saying, ‘I want to 
bake a cake.’All the ingredients 
arc there—from science fiction, 
from rock-and-roll, from that 
period of time.” 

Even the awkward narrator 
from TALES OF NEW SCOT¬ 
LAND YARD would figure in 
the story as the Charles Gray/In¬ 
spector character. Romance 
comics of the ’50s and Lichten¬ 

stein art also figured in the 
dialogue and the look of the 
film. And the rest, as they 
say, was history. 

Interestingly, O'Brien 
didn’t really script Riff- 
Raff for himself. “I wanted 
to play Eddie,” he said. “I 
wanted to come out of the 
fridge, sing a rock-and-roll 
song and get off. Just in 
case it wasn’t going very 
well. Then I wouldn’t be 
around too long!” 

Instead, he played Riff- 
Raff. And he doesn’t mind 
being linked to that charac¬ 
ter. But as to a sequel to 
ROCKY... 

“I think people want me 
to do one,” O'Brien said. 
“And I say, where do you 
pick the story line up? The 
next day after the house has 
gone up? Do we pick it up 
twenty years later? One of 
the nice things about 

ROCKY is that it’s a definitive 
little piece. It’s a moral tale, a 
fairy talc with a beginning, mid¬ 
dle and end. Will it turn into a 
soap opera if you take it fur¬ 
ther? Perhaps Oedipus would 
provide a theme. You could call 
it REVENGE OF THE OLD 
QUEEN! I sat down and did a 
screenplay [with that title). And 
I actually did three or four 
songs from it, and the songs are 
pretty good actually!” 

But it didn’t happen, and 
O’Brien was actually relieved. 
“Get on with something else!” 
he said. 

And so he did. “I’m finish¬ 
ing off an album now, and I’m 
on page 120 of a novel I'm writ¬ 
ing. So you know, it’s plenty to 
keep going.” 

In this case, the moving Mr. 
Hand writes, and having writ, 
moves on. 

By Chuck Wagner 
Richard O’Brien. Say his 

name and most people in 
America will say, “Huh?” 
But mention Riff-Raff and 
everyone will smile and 
chant “ROCKY HOR¬ 
ROR!” O'Brien's is that sort 
of creation: a piece of the 
popular culture (crafted from 
popular culture). Writer, ac¬ 
tor, lyricist, O’Brien is all 
these and more. 

But in DARK WORLD, 
he’s Mr. Hand—a character 
far colder than Riff-Raff. 
“All men in suits arc fairly 
frightening," O'Brien said, 
as he mused on the charac¬ 
ter. “I went along to meet 
(director Alex Proyas) and 
read for it. He seemed to 
like what I was doing.” 

And as for (he film it¬ 
self, the odd story... “If you 
say this is a dark fairy tale, 
set in its own time and its own 
space—that’s what makes sense 
to me. If you try to relate it to 
any reality that we are familiar 
with, then you start to ask ques¬ 
tions: where is this place? how 
does this happen? But if you say 
it’s an analogy, a parable, then it 
really makes sense.” 

O’Brien's character is one of 
a group called The Strangers— 
secret manipulators of the citi¬ 
zenry. “What I do," O’Brien ex¬ 
plained, “is set up memories, 
false memories, chemical mem¬ 
ories for these humans. They 
think they’re free, but they’re 
actually quite Pavlovian about 
their daily experiences.” 

O'Brien was born in Eng¬ 
land during World War II, but 
his parents moved to New 
Zealand. “I returned to England 
in 1964, and started riding hors¬ 
es and making movies in 1965 
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((The film’s something I’ve always 
wanted to do,” said Alex Proyas. 
“Really unsettle people so they 
look at things strangely when 

they come out of the theater.” 

pic's lives. They’re toying with 
us. Experimenting on us. The 
heroes in the movie discover 
that. Everyone else is oblivious 
to it. The film is essentially a 
mystery. I hope you'll be deeply 
disturbed, along with everyone 
else, when you see this movie. 

“For me the film is some¬ 
thing that I've always wanted to 
do: really unsettle people in 
such a way that they look at 
things strangely when they 
come out of the theater. To me, 
in some ways, it's a classic hor¬ 
ror film in that respect, because 
1 find that the horror movies 
that I loved when I was a kid, 
were ones that stayed with you. 
If it was a vampire movie, you 
went to bed with the covers up 
around your neck. 

Besides Kafka. Proyas was 
influenced by science fiction 
more than horror, but he retains 
his youthful love of genre fiction. 
But film— instead of fiction—is 
Proyas' preferred form of expres¬ 
sion. “1 paint and I write and I 
draw," Proyas explained, “but for 
me, film combines everything: 
music, writing, acting. It’s a thing 
that is immensely powerful if it's 
done well." 

Among a stellar cast, Proyas 
sought a new face for his lead, a 
man suspected of murder and 

chose stage-trained Brit Rufus 
Sewell. “I wanted someone 
fresh and exciting for this role 
and Rufus is all those things in 
plentiful supply. I think he's go¬ 
ing to be a very big star.” 

And Richard O'Brien (Riff- 
Raff in THE ROCKY HOR¬ 
ROR SHOW) seems to be in 
charge of The Strangers, mak¬ 
ing him the nemesis to Sewell's 
character. O’Brien's character, 
Mr. Hand (or “Under Hand,” as 
O'Brien himself chuckled when 
discussing his role) seems to be 
the perfect “suit.” 

Noted Proyas, “I had 
Richard in mind physically 
when I wrote the character, be¬ 
cause I had these strange, bald¬ 
looking men with an ethereal, 
androgynous quality. I’d seen 
him in ROCKY HORROR, but 
I wasn't aware of what he was 
up to when I went to London to 
cast, but we decided, ‘Let's 
meet him!' It was like the 
cliche: he walked in and he was 
the character. He was perfect 
and from that point on we 
couldn’t imagine anyone else 
playing that role." 

The Strangers also have the 
nifty little power of being able 
to shut down the entire city. 
“It's not so much stopping 
time,” Proyas said, “as it is 

Kaiftr Sutherland as Dr. Schreber experiments on one ol the Strangers. 
New Line Cinema opens Proyas' dark valentine on October 17. 

The Stranger's subterranean torture chamber, Proyas* bizarre world on stage- 
bound sets constructed in Sydney, production design by Patrick Tatopoulos. 

putting people to sleep. Stop¬ 
ping people in their tracks. The 
face and the clock [in the 
Strangers’ massive lair] are 
their weapons for doing that." 

Other members of the 
DARK WORLD cast include 
William Hurt (as the detective), 
Jennifer Connelly (as Emma, 
the Murdoch/Sewell character’s 
estranged wife) and Kiefer 
Sutherland (as Doctor Schreber, 
an unwitting henchman of The 
Strangers). “William Hurt is a 
very demanding actor for a di¬ 
rector,” Proyas said, “but he’s 
an exceptional actor. He plays a 
detective and Rufus Sewell is 
his quarry. He understood this 
project on a lot of different lev¬ 
els, in fact more levels than I 
had even intended! Which was 
great. He brought a helluva lot 
to the project, even beyond his 
own character,” Originally, Hurt 

had asked to play Dr. Schrcbe’s 
character. 

By the time the film opens, 
Jennifer Connelly will have her 
first child. Rumors that her in¬ 
volvement didn’t go well might 
have stemmed from early preg¬ 
nancy difficulties. But Proyas 
denied any problems. “She told 
me she was pregnant on the last 
day of shooting,” Proyas re¬ 
called. “I wasn't really aware of 
it. I appreciate her not telling 
me during shooting. It would’ve 
been one more thing for me to 
worry about.” 

Up next for Proyas is a re¬ 
make of Hammer’s QUATER- 
MASS & THE PIT, being 
scripted by David Goyer. “I 
love science fiction and horror 
movies,” said Proyas. “I’d be 
very happy to just make those 
sorts of movies. I'm not that in 
love with naturalism.” 
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ByAlanJones__ 

“Of that epoch known by the 
Nemedian chroniclers as the 
Pre Cataclysmic Age, little is 
known except the latter part, and 
that is veiled in the mists of leg- 
endry. The Thurian civilization 
was crumbling; their armies were 
composed largely of barbarian 
mercenaries. Piets, Atlanteans, 
and Lemurians were their gener¬ 
als, their statesmen, often their 
kings. And the greatest of these 
kings was KVLL THE CON¬ 
QUEROR...” 

Robert E. Howard 

Producer Raffaella DcLau- 
rentiis, who helped launch 
Arnold Schwarzenegger’s film 
career with Robert E. Howard’s 
CONAN THE BARBARIAN, 
now brings another one of the 
novelist’s characters to life in 
KULL THE CONQUEROR. 
Her latest sword and sorcery ad- 

L: Kevin Sorbo as Kull. B: Publisher 
Don Grant collected all of Robert E. 

Howard s Kull stories In an illustrated 
edition, with art by Ned Dameron. 
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DeLaurentiis films tale of Conan’s father. 
venture marks the feature film 
debut of Kevin Sorbo, the star 
of the hugely popular syndicat¬ 
ed television series HER¬ 
CULES: THE LEGENDARY 
JOURNEYS. 

However, despite KULL 
THE CONQUEROR being in a 
similar genre, there are funda¬ 
mental differences. Sorbo, as 
the Atlantis outcast destined to 
father Conan, trades his Her¬ 
cules affability and mythical 
demigod surfer look for a dark¬ 
er, meaner and moodier person¬ 
ality altogether. He also swaps 
ancient Greece for the even old¬ 
er kingdom of Valusia as the 
barbarian warrior who becomes 
king of the Antediluvian world 
with his trademark battle cry, 
"By this axe l ruleF' 

The former slave has many 
enemies on the Thurian Conti¬ 
nent and one, Taligaro, resur¬ 
rects the evil goddess Akivasha 
to seduce the crown away from 
him. The thrust of KULL THE 
CONQUEROR, is how Kull’s 
favorite concubine, Zarela, and 
her holy brother, Ascalante, 
help him thwart Taligaro and 
Akivasha’s black magic in 
Kull’s epic quest to regain his 
Topaz throne. 

Joining Sorbo in the cast are 
Tia Carrere (HIGH SCHOOL 
HIGH), Litefoot (INDIAN IN 
THE CUPBOARD), Karina 
Lombard (LAST MAN STAND¬ 
ING), Harvey Fierstein (INDE¬ 
PENDENCE DAY), Thomas 
Ian Griffith (KARATE KID III), 
Edward Tudor Pole, Roy Brock- 
smith and Pat Roach. 

Every comic strip adventure 
has their heroes and villains 
and in KULL THE CON¬ 
QUEROR those two extremes 
are represented by the charac¬ 
ters Ascalante and Akivasha. 
Ascalante is the high priest of 
Valka who is being tortured for 
worshipping the Breath of Val¬ 
ka, an unholy flame that serves 
to remind the kingdom of 

“It was a terrific script,” said Delaurentiis. 
“Arnold [Schwarzenegger] liked it so much he 

kept hold of it for 18 months to decide if he 
did indeed want to do another Conan movie.” 

The cast and craw of KULL THE CONQUEROR, on location In 
Bratislava (left to right): Harvey Fierstein, Litefoot, producer Rafaella 
OeLaurentlis, Tla Carrera, director John Nlcolella and Kevin Sorbo. 

Valusia about past ungodly 
times. For his first deed as 
king, Kull releases Ascalante 
from prison, because Kull also 
suffered persecution when he 
was a slave and believes indi¬ 
viduals should be free to have 
faith in whoever they choose. 
Ascalante becomes Kull’s de¬ 
voted servant through this act 
of kindness. 

Noted Litefoot, the Native 
American star of INDIAN IN 

THE CUPBOARD, “I was 
drawn to the inner strength he 
shows in himself no matter what 
others might say or think. De¬ 
spite all the opposition to his be¬ 
liefs he still has the strength to 
hold onto what's dear to him. 
And that's his religion. I liked 
his adventurous side too. As a 
priest he’s learned different 
forms of fighting, not to provoke 
violence, but simply to master 
the art and discipline. Ascalante 

never uses his fighting skills or 
weapons, only his emotions. It 
was those aspects I really re¬ 
sponded to in his character.” 

John Nicolella, probably 
best-known for producing the 
trend-setting TV show MIAMI 
VICE, makes his feature di¬ 
rectorial debut with the fanta¬ 
sy action saga. In fact, 
KULL's heroic on-screen ad¬ 
ventures almost match the 
complicated behind the-scenes 
exploits that have delayed the 
movie until now. 

Noted producer Raffaella 
DeLaurentiis, “I have a very 
good relationship with the 
Howard estate and I started de¬ 
veloping this movie in 1989 as 
another sequel to CONAN 
THE BARBARIAN [I981J. It 
was written as CONAN 3 [CO¬ 
NAN THE DESTROYER was 
the first sequel made in 1984) 
always with the idea that we 
could never replace Arnold 
Schwarzenegger in the title 
role. We knew when we started 
the project that if Arnold was¬ 
n't going to do it, we'd switch 
the lead character from Conan 
to another Howard creation, 
Kull.” 

DeLaurentiis hired Pogue to 
write the screenplay after she 
read the script he wrote for 
DRAGONHEART. “It was a 
terrific script actually,” said 
DeLaurentiis, “and Arnold 
liked it so much he kept hold of 
it for 18 months to decide if he 
did indeed want to do another 
CONAN movie or not. Eventu¬ 
ally he decided it probably 
wasn't a good idea to play Co¬ 
nan again at this stage in his 
career, and Chuck [Pogue] then 
rewrote the script as a KULL 
project. I then spent the next 
few years looking for the right 
actor to play Kull. It needed to 
be someone very special or 
else I wouldn't make the film. 
At one point Jean-Claude Van 
Damme was involved. Then Ja¬ 
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son Scott Lee was a possibility 
after we made DRAGON: THE 
BRUCE LEE STORY together. 
The director of that film [and 
DeLaurentiis’ two subsequent 
productions DRAGONHEART 
and DAYLIGHT], Rob Cohen, 
was penciled in to direct KULL 
too. But the project always 
seemed to be in a continuous 
state of flux and I was never 
100% happy with any sugges¬ 
tion." 

Then, just as she was about 
to leave Hollywood for 
Bratislava to produce DRAG¬ 
ONHEART, DeLaurentiis saw 
Kevin Sorbo’s audition video 
tape for HERCULES. “He 
made an instant impression on 
me,” said DeLaurentiis. “When 
we finished DRAGONHEART 
in the Spring of 1995,1 immedi¬ 
ately did a screen test with 
Kevin the moment I got back to 
Los Angeles. That’s when I 
knew 1 had the right actor for 
KULL. Then I had to leave for 
Rome to make DAYLIGHT and 
rising star Kevin was up to his 
neck in HERCULES schedules. 
We both had to wait a year to fi¬ 
nally get KULL THE CON¬ 
QUEROR rolling, but it was 
worth all the delays.” 

Noted DeLaurentiis, “I was 
terrified of simply replacing 
Arnold Schwarzenegger with a 
pale imitation. That’s exactly 
the mistake that could have 
been made. Arnold is Arnold. 
There’s no one else like him. 

In 1981 Arnold Schwarzenegger sprung 
to fame in CONAN THE BARBARIAN, 

produced by Dino DeLaurentiis. 

KEVIN SORBO 
HERCULES* hard-working hero 

on making the leap to the big screen. 

By Alan Jones 
“Getting your own tele¬ 

vision show is like being 
struck by lightning. If it’s a 
smash hit, it’s like being 
struck twice,” is how 37 
year-old Kevin Sorbo de¬ 
scribes his good fortune as 
the star of the top syndicated 
series HERCULES: THE 
LEGENDARY JOUR¬ 
NEYS. But like most 
overnight success stories, 
Sorbo’s has taken years to 
happen. Fifteen in fact. Prior 
to landing the role of the 
mythical demigod, the six- 
foot three-inch native of 
Mound, Minnesota, was one 
of the most successful com¬ 
mercial actors in the busi¬ 
ness, advertising everything 
from Budweiser, BMW and 
Lexus, to Diet Coke and 
Jim Beam whiskey. Howev¬ 
er, throughout these assign¬ 
ments, Sorbo never lost sight of 
his dream to become a dramatic 
actor, appearing in the TV 
shows CRITICAL CONDI¬ 
TION, ASPEN and CYBILL. 

It was Sorbo’s natural ath¬ 
leticism, martial arts prowess 
and ability to perform his own 
stunts that won him the Her¬ 
cules role. “I work out for 90 
minutes each and every day and 
have the sort of physique that if 
you apply yourself you could 
potentially achieve," he said on 
the KULL set in Bratsislava, 
Slovakia. “That’s one of the 
keys to the success of HER¬ 
CULES in my opinion. I’m not 
like all the other actors who’ve 
played him—Steve Reeves, 
Lou Ferrigno, Arnold Schwar¬ 
zenegger. I’m not a body¬ 
builder. I’m simply fit and ath¬ 
letic and quite ordinary, an av- 

moral messages, good 
clean fun, and a cast who 
keep the balance exactly 
right.” 

Naturally, the success of 
HERCULES means Sorbo 
has been flooded with 
movie offers. But he decid¬ 
ed to go with KULL THE 
CONQUEROR for one 
main reason. “It was the 
only script I was offered 
that had a really good story 
full of character and emo¬ 
tion,” said Sorbo. “I was 
offered a futuristic movie 
and one set in the present 
day also, but neither 
grabbed me when I read the 
scripts. True, KULL is sort 
of set in the same HER¬ 
CULES Sword and Sorcery 
time period with the same 
kind of fantasy stuff going 
on. At first I wasn’t sure 
about that. However, the 
chance to work with such 

an industry luminary as Raffael- 
la DeLaurentiis swayed my de¬ 
cision. She really believed I 
could do it, too and our person¬ 
alities clicked instantly. I was 
comfortable about the way she 
viewed the movie as a vehicle 
for me and how she took on 
board my concerns. I didn’t 
want Kull to be a Hercules 
clone.” 

Noted Sorbo, “Kull’s a bar¬ 
barian and most of the comic re¬ 
lief comes from the other cast 
members. Here’s a guy who 
was abandoned as a six year old 
by his father and grew up in the 
woods and learned how to be a 
predator from the forest ani¬ 
mals. He’s from the wrong side 
of the tracks but he fought 
against that and worked his way 
up the ranks to become king of 
his empire. But he misuses that 

Sorbo as Kull, rides with Taligaro (Thomas 
Ian Griffith) the ungrateful commander 
of Valusla's exclusive Dragon Legion. 

erage man everybody can iden¬ 
tify with.” 

Other factors that have made 
the Robert Tapert/Sam Raimi 
produced show so popular in¬ 
clude the spectacular Hong 
Kong style action, the fun mon¬ 
ster visual effects and the 
tongue-in-cheek humor with a 
decidedly contemporary spin. 
Sorbo remarked, “I refuse to 
take myself seriously in the 
show and always have self-dep¬ 
recating one-liners ready for use 
when a scene begs for it. The 
whole cast send themselves up 
and that humor is what makes it 
so charming to watch. Every¬ 
thing is done with a wink. You 
never see any blood and the vio¬ 
lence is done in a stylized car¬ 
toon way. HERCULES is story¬ 
book television. It’s a complete 
package of colorful action, 
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Sorbo as Robert E. Howard's Kull, who became king of his antediluvian world 
and rules wtth the sweep of his axe, sailing on a quest of self-discovery. 

power and through stupidity 
loses it very quickly. Yet he can 
take care of himself and is per¬ 
haps the dark flipside of Her¬ 
cules. Kull is still an enjoyable 
hero though. He learns that, in 
order to win, he must follow his 
heart.” 

Sorbo would have insisted 
on it if it hadn't been the case, 
but Kull's look is totally differ¬ 
ent from Hercules in terms of 
costumes, hair and even eye 
makeup. “That was important 
for me as I don't want the two 
to be blurred in people’s 
minds," said Sorbo. “1 did start 
this movie thinking in terms of 
how I could stay on top of that 
differentiation, but I don't think 
about it any more. It's not a case 
of, well Hercules would do this, 
so Kull should do that. Perhaps 
1 mentally prepared myself for 
the differences even before I ar¬ 
rived in Bratislava. When I'm 
dressed as Kull I don’t even 
think of Hercules. Kull has a fa¬ 
cial scar in the comics but we 
decided against that as the 
make-up they were going to use 
might have left me with perma¬ 
nently damaged skin. Kull also 
means a whole new acting tech¬ 
nique as I have more pages of 

dialogue in one 45 minute 
HERCULES episode than I do 
in this entire movie!” 

Another way Sorbo prepared 
himself for KULL was to spend 
seven weeks prior to the start 
date learning how to manipulate 
his trademark battle axe and be¬ 
come familiar with the stunt- 
work he would have to do. That 
meant use of all of his free time 
from filming HERCULES on 
location in Auckland, New 
Zealand. Sorbo is contracted to 
be HERCULES until 1999 and, 
because ten months of every 
year is devoted to filming 
episodes with an eight day turn¬ 
around, Sorbo lives in New 
Zealand on a permanent basis. 

“It’s a punishing schedule,” 
said Sorbo. “For the first year I 
also worked 14 hour days, six 
days a week. When you have to 
work out and learn eight pages 
of dialogue a night, that’s a bru¬ 
tal regime. Then I had to put 
KULL practice into my sched¬ 
ule so I’d be ready for the film 
in my two month hiatus from 
the series. It was important for 
me to make the audience be¬ 
lieve that when Kull swings his 
axe, he could actually do some 
serious damage with it.” 

KEVIN SORBO ON “WORKIN 

“Marlon Brando always said that actors 
were the most immature people in the worid 

and I agree with him. I hope I never grow 
up and can always play like this forever.” 

Being in Bratislava hasn’t 
bothered Sorbo as much as he 
initially thought it would either. 
He said, “It’s the same as being 
in New Zealand except they 
speak a different language. Ac¬ 
tually we have about five lan¬ 
guages being spoken on this 
multi-national crew. I spent 
three years touring over West¬ 
ern Europe a while back but I’d 
never been inside the old East¬ 
ern block before. It’s weird be¬ 
cause you have preconceptions 
about these places from old 
Cold War/spy movies. Nothing 
about the filmmaking process is 
different though. It’s still ‘the 
hurry up and wait’ syndrome. I 
wish I had more time to sightsee 
as it's a beautiful country but 
I’ve been working such long 
hours and my 1996/97 HER¬ 
CULES schedule means I have 
to wrap KULL up by October 
25, 1996, to go back to New 
Zealand." 

In many ways, KULL THE 
CONQUEROR is being made 
as a direct response to HER¬ 
CULES because the TV show 
has made Sword and Sorcery 
commercially-viable again. Sor¬ 
bo remarked, “The entertain¬ 
ment business is a sheep busi¬ 
ness that’s for sure. But if HER¬ 
CULES is responsible then I 
take that as a compliment. At the 

moment HERCULES is a tough 
act to beat, but if we do get beat 
by the wealth of competition out 
there like SINBAD, TARZAN, 
even the CONAN series, then so 
be it. That’s why I had to make 
sure my career progressed into 
the key area of film. I’ll play 
Hercules as long as they want 
me to. 1 do love him as a charac¬ 
ter, and I’m still having fun with 
him. But I have to do something 
that will keep my own ambi¬ 
tious fire alive and movies like 
KULL mean that to me.” 

With HERCULES continu¬ 
ing into the next century a likely 
probability, and KULL THE 
CONQUEROR also offering 
the same franchise possibilities, 
it seems Kevin Sorbo couldn't 
be in a better career position. 
He smiled, “It’s a dream come 
true. I haven't been able to en¬ 
joy it because I’ve been work¬ 
ing so hard and can’t see any 
window in the future to do so 
either. It’s hard to take stock of 
the fact that this is all part of the 
dream I’ve been wishing for 
ever since I was 11 years old. 
I’m being paid for this?!? Give 
me a break! Marlon Brando al¬ 
ways said actors were the most 
immature people in the world 
and I agree with him. I hope I 
never grow up and can always 
play like this forever.” 

Sorbo as Kull poised for battle, wtth his trademark axe. In contrast wtth his well- 
known television role, Sorbo describes Kull as “the dark flip side of Hercules." 



liking yet, thinking about it, I 
always did love the Sword and 
Sorcery genre. When you're a 
kid growing up in Brooklyn, be¬ 
ing able to escape to a fantasy 
world of witches, ice caverns, 
galleons and ogres meant a hell 
of a lot. For ail those reasons 
I’m glad to be making KULL. 

“What excites me most is 
the idea of being able to go to 
areas where people haven't 
been—to create your own im¬ 
ages and visions of what it 
would be like. When you direct 
MIAMI VICE, audiences ex¬ 
pect certain things. But when 
you make a fantasy movie, they 
don’t know what to expect, and 
you can give them what you 
want without conforming to 
any rules. It’s sure is a lot of 
fun taking people into a differ¬ 
ent world with a different look 
and a different vision. I’d like 
to redefine the fantasy movie as 
I did the cop show with MIAMI 
VICE. Every genre needs a 
shake-up now and then. It's 
time to give Sword and Sorcery 
a fresh look." 

In a strange coincidence it 
was Nicolella who had actually 
shot Kevin Sorbo’s KULL 
screen test for Raffaclla DeLau- 
rentiis 18 months before landing 
the actual directing job himself. 
“I had also shot Thomas Ian 
Griffith’s test, too,” said Nicolel¬ 
la. “We had worked together on 
the TV movie THE ROCK 
HUDSON STORY. Kevin is 
perhaps the most directable actor 
I’ve ever worked with. He wants 
to make KULL work. He’s very 
open to all my suggestions. He 
listens and he’ll try everything 
even though he clearly doesn't 
agree with me sometimes. CO¬ 
NAN put a huge rocket under 
Arnold Schwarzenegger’s career 
and I expect KULL to do the 
same for Kevin. 

“Kevin is a pleasure to look 
at and his charisma makes every 
scene interesting,” continued 
Nicolella. “It has been my job 
to keep him in the acting mo¬ 
ment. My assignment with all 
the actors has been to ensure 
they’re not outside their charac¬ 
ters looking in. That’s a mistake 
you can often make with this 
genre. The whole set-up might 
be ridiculous but the actors have 
to sincerely believe in every 
word. KULL THE CON¬ 
QUEROR is not intended to be 
a big serious epic: Kevin's 

Kevin has such different quali¬ 
ties of fun, warmth and strength 
totally unique to him. I really 
think Kevin will be a major mo¬ 
tion picture star of the future. If 
you tackle this type of Sword 
and Sorcery material 16 years 
after CONAN THE BARBAR¬ 
IAN. you’ve got to bring a dif¬ 
ferent point of view to it. You 
can’t just do it the same way 
and hope for the best. Things 
have changed. The industry has 
changed. Even if Arnold had 
decided he’d wanted to make it 
as CONAN 3, we would have 
made enormous changes. Cast¬ 
ing Kevin was so important to 
KULL THE CONQUEROR 
and 1 mean it when 1 say if we 
hadn’t found him, we wouldn’t 
be making the film." 

But having to wait for Sor- 
bo’s hiatus from the hugely pop¬ 
ular HERCULES to start film¬ 
ing KULL meant Kevin Hooks, 
the former actor turned director 
with PASSENGER 57 and 
FLED to his credit, had to bow 
out of the project. DeLaurentiis 
didn’t have to look too far for a 
replacement. “I’d worked with 
John Nicolella before and we 

developed a good relationship 
together,” said DeLaurentiis. 
“He’d directed the eight-hour 
mini-series VANISHING SON 
for me and I had been extremely 
impressed with him. He had 
been technically well-prepared, 
good with the actors and great 
with the action. It had taken so 
long to get Kevin Sorbo that I 
wanted someone l could trust to 
direct and nurture him in the 

Above: Schwarzenegger in CONAH THE DESTROYER. Left: KULL producer 
Rafaella DeLaurerrtlle and Wilt Chamberlain filming CONAN THE DESTROYER. 

way I wanted. That person was 
John Nicolella." 

While Nicolella is famous 
for shaking up television with 
MIAMI VICE, and other 
episodic series like THE UN¬ 
TOUCHABLES, MELROSE 
PLACE, CRIME STORY and 
NASH BRIDGES, the Brook¬ 
lyn born Italian actually started 
his career in Film producing IN¬ 
TERIORS for Woody Allen, 

SATURDAY NIGHT FEVER 
for John Badham and LAST 
EMBRACE for Jonathan 
Demme amongst numerous oth¬ 
ers. Noted Nicolella, “In a per¬ 
fect world, KULL THE CON¬ 
QUEROR would probably have 
not been my first choice as a 
film directing vehicle but, hey, 
that’s life. You take what comes 
along. Perhaps an action come¬ 
dy would have been more to my 

DIRECT OR JOHN NICOLELLA 

“When you’re a kid growing up in Brooklyn, 
being able to escape to a fantasy worid of 

witches, ice caverns, galleons and ogres meant 
a hell of a lot.. .I’m glad to be making KULL.” 
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TIA CARRERE 

Playing evil and 
nasty—and loving it. 

By Alan Jones 

Akivasha, the evil Queen of 
Darkness, is played by the rav¬ 
ishing Hawaiian beauty Tia 
Carrere, star of WAYNE’S 
WORLD, TRUE LIES, RIS¬ 
ING SUN and HIGH SCHOOL 
HIGH. Asleep for 3000 years, 
Akivasha is resurrected by Tali- 
garo to snatch the Valusian 
throne from a bewitched KulL 
"Taligaro is trying to steal 
Kull’s power and is using me as 
a tool,” said Carrere. “But little 
does he know that his power 
over me is absolutely useless. 
KULL is exactly the type of 
film 1 adore taking my little 
nephew to see. I love Sword 
and Sorcery to death. Anything 
medieval like THE NAME OF 
THE ROSE or LADYHAWKE, 
which I thought was wonderful, 
and I’m first in line.” 

However, Akivasha was not 
the role Carrere originally met 
director John Nicolella to dis¬ 

cuss. “They wanted me to play 
Zarcta, Kull’s fortune-telling 
concubine,” said Carrere. "But 
when I read the script I was more 
drawn to Akivasha. I enjoy play¬ 
ing those types of arch, bizarre 
roles. Any actor, if they were 
honest, would say playing the 
dark side is much better fun. I 
begged and pleaded to play Aki¬ 
vasha and finally they caved in. 
Akivasha is a role I’m really rel¬ 
ishing. I want audiences to wish 
they could be as evil and nasty 
themselves!” The role of Zareta 
was taken by Karina Lombard. 

Noted Carrere, about her di¬ 
rector, “John Nicolella is a big 
bulldozer actually. He sort of 
has this ability to run right over 
you. All you can do is pick 
yourself up, dust yourself off 
and start all over again. We 
have a good collaboration. We 
came to the table with what we 
both wanted Akivasha to 
achieve and, as our Fieldmaster 
General, I listened to him and 

Tia Carrere as Akivasha the Evil Queen of Darkness, Carrere chose to play the 
film's lead villain, instead of the originally-offered role of KulK's concubine. 

then fought for what I wanted. 
We figured it all out to our mu¬ 
tual satisfaction. I wanted to be 
wild, crazy and free with my in- 
terpretation because you 
shouldn't have to worry about 
parameters of behavior normal 
human beings have to follow 
with such an evil part. My 
wardrobe is fabulous too and 
that really helps my characteri¬ 
zation. Sometimes all I have to 
do to create the best effect is 
speak softly.” 

It's Carrere who has the lion’s 
share of the special effects work 
in KULL THE CONQUEROR. 
“My most involved stuff is the 

Carrere and Kevin Sorbo enjoying a scenery-chewing role: “Playing the dark side is much better fun,” says Carrere. 

flying,” she said. “I’ve had to 
learn how to use a harness for 
flying 20 feet in the air. Practic¬ 
ing in casual clothes and boots is 
one thing. Doing it in elaborate 
costume is another entirely. I 
have to do all these flips up in 
the air too. Yes, it’s scary. But 
I’ve gotten to know the stunt 
guys really well who handle the 
wires. They’ve done it all before 
and their extensive experience 
has calmed me down. I also have 
a lot of make-up prosthetics to 
wear when I go through the 
monster metamorphosis during 
an eclipse of the sun. Bits of the 
real hideous me emerge as it gets 
darker. I had a body cast made 
and the monster bits were mold¬ 
ed onto that.” 

Tia Carrere and her leading 
man, Kevin Sorbo, were no 
strangers to each other either, as 
the actress explained. “We know 
each other from ten years ago as 
we used to be at the same model¬ 
ing agency. It’s a small world. 
When we saw each other again 
we both congratulated each other 
on our mutual successes. Kevin 
and I have both had to get over 
the MTA thing. That’s the model- 
turned-actor prejudice. We’ve 
both done it pretty well. It’s fan¬ 
tastic how HERCULES has 
made him a star. I’m very happy 
for him. And KULL THE CON¬ 
QUEROR can only lead to even 
better things, because he’s such a 
talented and nice person.” 
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HERCULES scries has proved 
you can add a certain camp val- 
uc which enhances the enter¬ 
tainment factor. Kevin has a 
special sense of humor about 
him. anyway. But KULL is 
nowhere near as light as HER¬ 
CULES. and I’m stressing the 
integrity of Howard’s charac¬ 
ter.” 

Nicolella cited the scene he’s 
just finished directing as an ex¬ 
ample of that integrity. On a 
large soundstage at the Sloven- 
sky Film Studio Koliba. high on 
a hill overlooking Bratislava's 
city center, the Ice Cathedral set 
has been built for a sequence 
where Kull searches for the 
mystical Breath of Valka, the 
only way to destroy Akivasha’s 
evil reign, amongst the frozen 
corpses of warriors and the 
ever-present spirit of his father. 
The director pointed out, “This 
is a terribly important scene. 
Kull becomes king quite early 
in the show but, because he’s a 
barbarian, it’s all new to him 
and he’s clearly not ready for 
prime-time kingdom. Up until 
now he’s made huge mistakes 
that have cost him dearly. In 
fact, here it costs him Ascalantc. 
But this is where Kull is finally 
put on the right track and in his 
speech—*/ was blinded by 
pride and greedy dreams and 
now the kingdom will pay the 
price'—he acknowledges how 
much he was to blame while 
swearing a just vengeance. It’s a 

DeLaurentiis with Kevin Sorbo on 
location in Bratislava. The area's 
"fairytale” look is quite evident. 

MAKEUP EFFECTS 
Gianetto De Rossi brings old-world 
craftsmanship to the look of KULL. 

Zuleki, (left, played by Pat Roach) and 
Enaroa, (Edward Tudor Pole) posing outside 
the makeup trailer on location in Bratislava. 

By Alan Jones 

Gianetto De Rossi is from 
a filmmaking family that has 
worked in makeup and hair 
design for the Italian cinema 
since 1908. Following in the 
footsteps of his grandfather 
and father, De Rossi has cre¬ 
ated make-up for such inter¬ 
nationally renowned movies 
as the Elizabeth Taylor 
CLEOPATRA, John Hus¬ 
ton’s THE BIBLE, Franco 
Zeffirelli’s THE TAMING 
OF THE SHREW and Sergio 
Leone’s ONCE UPON A 
TIME IN THE WEST. In the 
late Seventies, gore-meister 
Lucio Fulci asked him to 
work on ZOMBIE, and about 
that experience, De Rossi 
said, “It was an important 
time for me. Lucio was a 
very strange person. Very 
cultured and artistic on one 
side, a sleazy bum on the 
other. ZOMBIE was made for 
no money, so not only could l 
not afford to make latex appli¬ 
ances, but also we never knew 
what extras would be available 
to be the living dead. I just 
smeared red clay on whoever’s 
faced was in front of me. It 
turned out to be the perfect look 
for that Him.” 

De Rossi also worked 
on SEVEN DOORS OF 
DEATH/THE BEYOND for 
Fulci and then joined producer 
Raffaella DeLaurentiis for 
DUNE, CONAN THE DE¬ 
STROYER, TAI PAN and, 
more recently, DRAGON- 
HEART and DAYLIGHT. He 
said, “I started in this profes¬ 
sion hoping that one day a 
movie like KULL THE CON¬ 
QUEROR would arrive at my 
door. It’s everything I’ve al¬ 

ways wanted to do in one 
movie, despite it being an unbe¬ 
lievable amount of work.” Un¬ 
like DRAGONHEART which 
relied mostly on computer 
graphic images, KULL goes 
back to the basic techniques that 
De Rossi likes. “Raffaella and 
[director] John Nicolella dis¬ 
cussed digital effects, but then 
decided I could do it better,” 
said De Rossi. “They thought 
I’d like to rise to the challenge 
and they were right.” 

For De Rossi and his thirteen 
strong group of artists, the hefty 
workload on KULL comprised 
of the following: “Two major 
transformations—a Mummy in¬ 
to the magnificent witch, Aki- 
vasha, who later changes into a 
monster—two humanoid crea¬ 
tures, Zuleki [played by Pat 
Roach] and a smaller version 

we named Zulekino, thir¬ 
teen frozen people for the 
Ice Cathedral, a giant fish 
for the galleon scene 
where Zareta is seasick, 
60 albino pythons and fa¬ 
cial burns for Akivasha’s 
slave Enaros (played by 
Edward Tudor Pole) 
when she teaches him a 
lesson in the torture 
chamber.” 

But the biggest job for 
De Rossi was designing, 
creating and operating 
the six Mummies of 
Acheron, giant monsters 
which Akivasha awakens 
to do her bidding. Each 
was given a separate 
name; The Fat Mummy, 
Mosquito, Dumbo, Lady 
Godiva, Half and Half 
and Dry. De Rossi de¬ 
scribed the whole process 
involved in making the 
Mummies. “I read the 

script, then met John Nicolella 
and tried to smell out his vision. 
1 then tried my hardest to im¬ 
prove his ideas. After 20 days I 
sent him a photo of the first 
Mummy model. I made sure he 
knew they were gigantic and 
that they weren’t wrapped in 
bandages. We’ve already seen 
that before and it’s such a lazy 
approach to take. He was very 
pleased with the first photo and 
back came the order, ‘Keep go¬ 
ing.’ So I made each Mummy 
unique adding details only my 
crew might see, for example, 
one has a tail point designed as 
the head of a snake. And there’s 
another creature on her back 
too! It’s fantasy irony and I love 
that.” 

All the Mummies were 
sculpted in latex as giant suits to 
be worn by stunt actors. “I hate 
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The Akivasha mummy prior to transforming Into Tla Carrera as the evil 
queen. DeHossi's conventional makeup effects saved on CGI expense. 

stop-motion animation,” said 
De Rossi. “I’ve never seen a 
film where I thought it was 
done perfectly. It was important 
to build the Mummies for real 
so we could do close-ups. And 
the closer you get, the more 
these look better. That’s why we 
spent so much time on each 
model. If you know exactly 
what you want to shoot for the 
best effect, there is no better 
way of doing it than the one 
we’ve chosen. A slight move¬ 
ment, a quick shot, an edit...just 
like in commercials, bang, 
bang, bang, and all those pieces 
can represent movement. The 
scene where Akivasha is chant¬ 
ing to bring the Mummies to 

life is incredibly effective. On 
her left side she has two Mum¬ 
mies in shot and as she sings, 
suddenly they move, and an 
arm shoots out. It’s a beautiful 
fantasy image—the best of its 
kind.” 

As for Akivasha’s transfor¬ 
mation into a monster, De Rossi 
remarked, “The storyboards for 
this scene missed something for 
me. Then it struck me, we 
should break her chest open too. 
It needed a more visceral touch. 
I didn't look at any of the Kull 
comics for inspiration, either. 
You’ll always try to copy some¬ 
thing badly if you do that. 1 did 
every drawing myself because I 
wanted to open up my fantasies. 

Frozen corpses In the Ice Cathedral. The Icy figures were just one Hem on KULL's 
grocery list of effects, which Included 60 albino pythons, a giant fish and more. 

M A HE UP SUPERVISOR DE ROSSI 

“I did every drawing myself.. .1 wanted 
to prove that one little Italian artisan, 
with no money, could make something 

look perfect I’ve done that with KIILL.” 

I must also confess the truth. I 
wanted to prove that one little 
Italian artisan, without much 
money, could make something 
look perfect. I’ve done that with 
KULL.” 

And so has director Nicolel- 
la, noted Dc Rossi. “John is 
50% Italian, so naturally, he’s a 
good director. Everyone knows 
all the best directors are Italian. 
Don’t they? I first met John 
when we worked together on 
THE VALACHI PAPERS 
[1972], John doesn’t pretend to 
know everything—like so many 
directors do—and listens when 
there are problems. If some¬ 
thing he’s asked us to do isn’t 
possible, then we’ll tell him, 
and he’s fine about solving it 
another way if we can assure 
him we won’t sacrifice the look 
of the shot. He doesn’t make 
life complicated—the curse of 
most American directors.. .and I 
know! I’m trying to improve his 
work. We are all working for 
the common good and if my lit¬ 
tle departmental world can help 
him make KULL better, then I 
will give him my best.” 

When De Rossi met Kevin 
Sorbo for the first time, it was 
very much a case of Nicolella 
saying, ‘Okay, let’s see what 
you can do with him?’ accord¬ 
ing to the veteran makeup man. 
“I didn’t expect to be confront¬ 
ed by such a handsome, regular 
guy after that introduction. I de¬ 
liberately wanted to make him 
more human than most comic 
book heroes so, after some dis¬ 
cussion, we left out his facial 
scar, and made him less menac¬ 
ing altogether. KULL is aiming 
for a PG-13 rating so we could¬ 
n’t make him too scary for chil¬ 
dren. I gave him a dark brown 
wig, which looks even darker 
on Kevin, and makes his blue 
eyes burn even brighter. Kohl 
makeup around the eyes accent¬ 
ed that more. When I took my 
first glimpse at his complete 
look I turned to Kevin and told 
him, ‘You will do KULL 2. I 

can predict it already.” 
Besides his extensive work 

in makeup design, De Rossi has 
written and directed the horror 
films TUMMY, KILLER 
CROCODILE, and its sequel, 
and the Italian television fanta¬ 
sy CYBORG: II GUERRIO 
D’ACCIAIO/CYBORG: WAR 
OF STEEL. He’s currently writ¬ 
ing a horror fairy tale to start 
production in Germany in 1997. 

“Everyone works for two rea¬ 
sons only—passion and money,” 
said De Rossi. “I like money like 
everyone else but it’s outrageous 
what some people in my profes¬ 
sion charge and then do. I al¬ 
ways want to do my best for 
Raffaella because I’ve watched 
her grow up and I love her. She 
works even more hours than I 
do! She’s the most humane pro¬ 
ducer I’ve met in my profession¬ 
al life because she knows that if 
you love her, you will give her 
what she wants. Raffaella wants 
KULL THE CONQUEROR to 
be a Sword and Sorcery master¬ 
piece and I will do anything to 
help her do that.” □ 

Makeup supervisor Glsnstto 
De Rossi sets up Akivasha's 

transformation into a monster. 



PRODUCTION 
DESIGN 

Benjamin Fernandez 
on improvising the exotic. 

By Alan Jones 

Spanish-born Benjamin Fer¬ 
nandez first collaborated with 
Raffaella DeLaurentiis as art 
director on CONAN THE 
BARBARIAN and DUNE. He 
began his career as a draftsman 
on such epics as EL C1D and 
THE FALL OF THE ROMAN 
EMPIRE, graduating to assis¬ 
tant art director on DOCTOR 
ZHIVAGO and ALIEN, and re¬ 

Art director Mario Trentlnl on one of 
the few scratch-built sets, a harem 
set at Bratislava's Kotiba Studio. 

cently served as fully fledged 
production designer on TRUE 
ROMANCE, before moving 
onto DRAGONHEART and 
DAYLIGHT. 

Heavily influenced by the 
Frank Frazetta paintings for 
CONAN, Fernandez decided 
the baroque styles found in 
Bratislavan architecture would 
influence the KULL look more. 
“Films are not about the amount 
of creative freedom you have,” 
said Fernandez. “They’re about 
what you have to shoot to give 

the best possible look. Of 
course it’s nicer to expensively 
create something out of nothing 
but with KULL we had to create 
something out of a reality that 
already existed, to keep costs 
down.” 

Noted Fernandez. “The loca¬ 
tions in Bratislava greatly influ¬ 
enced the KULL look. The most 
important one was for Valusia 
and the Citadel. No matter where 
you were in Valusia, you had to 
see the Citadel with its eternally 
burning flame. We finally chose 
a hilltop castle at Spis [pro¬ 
nounced Spick) 300 kilometers 
from the Koliba Studio in central 
Slovakia and built our main 
Valusia square close by. While I 
designed the square to allow for 
as many different structures, and 
camera angles, as possible, and 
used Egyptian, pre-Roman and 
Etruscan architecture styles, 1 
call the whole patchwork look 
KULL Assyrian.” 

Fernandez’s design brief 
meant he had to customize exist¬ 
ing locations into catacombs, 
torture dungeons and pagan 
temples. These were all bril¬ 
liantly executed at Ccrveny Ka- 
men Castle, which doubled as 
the Citadel interior. (The Citadel 
exteriors were shot at Debin 
Castle where the River Danube 
splits in two.) On the Koliba 
Studio soundstages Fernandez 
had to build grottos, bed cham¬ 
bers, harems, the Ice Cathedral 
and the Breath of Valka flame, 
all from scratch. 

“Actually the catacombs set 
was a revamp of the Dragon 
cave in DRAGONHEART 
which, incredibly, was still here 
when we returned!” said Fer¬ 
nandez. “The most complicated 

Kull (Kevin Sorbo) at the throne of Akivasha (Tla Carrera). Benjamin Fernandez 
customized existing locations to achieve the film's exotic look on a low budget. 

set was for the climax where 
Akivasha is floating in the flame 
as we had to allocate a safe aper¬ 
ture for the real flames to pass 
through while allowing for the 
cameraman to light it properly 
and the visual effects people to 
control the wind and fire. Koliba 
has no gantries so we had to 
build a construction that allowed 
the crew to work under and over 
the set while still accommodat¬ 
ing floating walls.” 

The impressive Ice Cathe¬ 
dral set had to be made water¬ 
tight for the moment where 
Kull cleaves open a wall carv¬ 
ing with his axe in rage and un¬ 
leashes a waterfall. This set 
then became the ship graveyard 
with vessels trapped in ice. 
Mention ships to Fernandez 
though and his eyes roll in de¬ 
spair. 

“They took the longest 
amount of time and wrcre the 
first build we worked on when 
we arrived in Bratislava in 
March, 1995,” he said. “We had 
to film the slave galleon scenes 
in nearby Croatia because you 
can’t just build a ship and put it 
on the Danube without getting 
the correct permission from the 
River Navigation authorities 
The Danube has a heavy flow 
of river traffic. We had to show 
them all our design specifica¬ 
tions by law, apply for this 
change, then that one, and pass 
many exams once we’d built 
the main ship. Then we had to 
drive it to Croatia without the 
mast as we wouldn’t get it 
through the road tunnels other¬ 
wise! It was a nightmare. That 
ship was then revamped into two 
others for cost purposes.” 

Shoestring adventure props: After constructing the slave galley and carrying It 
by truck to the Danube, Fernandez’s crew revamped the ship Into two others! 
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key turning point in the picture 
and I have to keep my eye on 
stuff like that to make sure the 
essential story points show up 
even if Kevin could be deflect* 
ing them by being exceptionally 
heroic." 

Sorbo does 95% of his stunts 
in HERCULES and has done all 
of his stunts in KULL except 
for one. “We shoot an entire 
fight scene on HERCULES in 
half a day," said Sorbo. "It takes 
eight days for each sequence on 
KULL. It’s far more exhausting 
to do it that way, too. The one 
stunt I didn't do was done by a 
stunt double wearing a mask. 1 
was prepared to do it but every¬ 
one looked at me as if I was 
crazy and said, why? I think 
part of it is ego. 1 come from 
such an athletic background I 
still think I can do all the things 
I did when I was 21. I’ve been 
told, by people whose advice I 
should respect, to get a perma¬ 
nent action stunt double and I 
think it’s probably time to look 
into that. Obviously the action 
route is the road I’m on—I’d 
love to make a romantic film— 
but action seems to be it for 
me." 

But it's swings and round¬ 
abouts for Sorbo on the special 
effects side of KULL. He may 
be doing all his stunts but he has 
practically no involvement 
whatsoever in any special ef¬ 
fects work. “There's a lot in this 
show but none of them involve 
me apart from some blue screen 
work,” he said. "With me it’s 
what you see is what you get. 
I’m not sorry cither, if you want 
the truth. Okay, I do fight the 
Six Mummies of Acheron but 
they are physically in the frame 
and it's not complicated stuff. 
The visual effects on KULL 
will take nearly a year to perfect 
while the HERCULES guys 
usually have two months to get 
it all together. That’s another 
reason why I find it so hard to 
compare the two characters as 
each involves a completely dif¬ 
ferent set of working parame¬ 
ters." 

Like Sorbo, director John 
Nicolella is making his feature 
film debut with KULL THE 
CONQUEROR and, although 
Sorbo was sorry to sec Kevin 
Hooks bow out of helming the 
fantasy, he was delighted by the 
choice. “John is a real plea¬ 
sure,’’ said Sorbo. “The patience 

DIRECTOR JOHN NICOLELLA 

MKids are very sophisticated these 
days and won’t put up with a Flash Gordon 
treatment We feed them such big, hi-tech, 

expensive movies these days.. V 

T & R: Kull (Kevin Sorbo) embraces his true love Zareta (Karina Lombard, 
of LAST MAN STANDING). B: Kull must save Zareta from the Valusians. 

he has to muster in order to lead 
this parade is staggering. He’s a 
very funny guy and that’s an 
enormous help when everyone 
is so far away from home. 
There’s a lot of joking on this 
production! John has the right 
sort of personality to be the di¬ 
rector of KULL. I’ve had a lot 
of early ideas about how to play 
Kull and John has made sure I 
stick to them. If I’ve ever 

veered away from my defini¬ 
tion. he's been the first person 
to let me know. He wants 
KULL to be as successful as I 
do. We’re both hungry for that 
success.” 

Robert E. Howard was born 
in Pcastcr, Texas, in 1906 and 
committed suicide in 1936 on 
learning of his mother's immi¬ 
nent death. But within that short 
space of time his stories became 

the cornerstone of what was to 
develop into the Sword and Sor¬ 
cery fantasy sub-genre. Seven¬ 
teen Conan stories appeared in 
Weird Tales—the magazine 
which became his most regular 
market—and four were pub¬ 
lished posthumously in other 
pulp fiction periodicals. King 
Kull predated Conan in Weird 
Tales and his adventures were 
edited into a 1967 collection, 
with additional material by Lin 
Carter. The Marvel Comics 
adaptations followed in the Sev¬ 
enties and were instrumental in 
introducing Kull the Destroyer 
to a whole new market who 
learned, among other things, 
that he was Conan’s ancestor and 
his bitterest enemy was Thulsa 
Doom. In Raffaella DeLaurenti- 
is* production CONAN THE 
BARBARIAN, Thulsa Doom, 

played by James Earl Jones, 
was drafted in by screenwriters 
John Milius and Oliver Stone to 
become the Cimmerian’s arch 
enemy. 

‘‘I have all the Kull comics,” 
revealed Nicolella, “But I didn’t 
use them as vague storyboards 
for the movie. I read them to see 
what makes Kull tick, who he is 
and why [the character) was so 
successful. I always knew going 
in we’d have to bring him slam- 
bang up to date as the comics 
relate to an older style. Kids are 
very sophisticated these days 
and won’t put up with a Flash 
Gordon treatment. We feed 
them such big, hi-tech, expen¬ 
sive movies these days, they 
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can compute it far better than 
any adult can." 

And the lighter PG-13 mar¬ 
ket is exactly the audience de¬ 
mographic Nicolella is aiming 
for. “I have four kids—one was 
born here in Bratislava during 
shooting—and if I could make 
an action movie they could see 
then I’ve succeeded,” said 
Nicolella. “I don’t want to 
scare them half to death, or be 
violent and bloody. I want to 
make an addition to the world 
of fantasy entertainment. I owe 
it to them. As long as it has the 
original comic strip's sub¬ 
stance, and we never lose it, 
then I’m happy." 

Kaffaclla DeLaurentiis 
added, "Casting Kevin meant 
KULL had to be skewed 
younger anyway because his 
biggest HERCULES audience 
is that age. It has a more light¬ 
hearted atmosphere as a result. 
Fantasy is a difficult genre to 
pull off. You either love it or 
you don’t. It’s a very fine line 
you walk. Obviously, I love 
it—you only have to look at 
my past credits to sec that. I 
didn't want anybody involved 
in KULL who didn’t respond to 
what I saw in it, who didn't get 
it. You have to buy into the fan¬ 
tasy aspects and embrace them 
or that won’t be communicated 
to the audience.” 

Hence DeLaurentiis sur¬ 
rounded herself with key pro¬ 
duction personnel whom she 
knew were adept at the fantasy 
format. Co-producer Hester 
Hargett and veteran creature and 
make-up designer Gianetto Dc 
Rossi had worked with De Lau- 
rentiis on numerous occasions 

DeLaurentiis with DRAGONHEART 
director Rob Cohen, one of the first 

to try to bring Kull to the screen. 
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Charles Edward pogue, 
SCREENWRITER 

In the KULL story, some of the 
fiercest battles weren’t on screen. 

By James Van Hise 
KULL THE CONQUEROR 

began its twisting road to the 
big screen as CONAN III writ¬ 
ten by Charles Edward Pogue. 
Although initially rumored to 
have been an adaptation of 
Robert E. Howard’s "The Hour 
of the Dragon," it actually only 
takes small elements from that 
story (the resurrection of a long 
dead wizard of Acheron, and 
Conan reuniting with his old pi¬ 
rate cronies) and instead is com¬ 
pletely original and doesn’t di¬ 
rectly adapt any individual 
Howard story. 

The project began in 1991 
when Chuck Pogue suggested 
that Universal finally produce 
CONAN III. "I had just finished 
(writing) DRAGONHEART for 
Raffaella [DeLaurentiis] and 
suddenly the sun rose and shone 
on my butt,” Pogue recalled. “I 
could do no wrong at the studio 
and Raffaella thought I was a 
genius. I said that what I’ve al¬ 
ways wanted to do is Conan, 
because, begging your pardon, 
but I don’t think that anybody’s 
quite got it right yet. Within two 
weeks the deal was done. It was 
the fastest deal. They really 
wanted me to write it.” 

The plan from the start was 
that if Universal couldn’t get 
Arnold Schwarzenegger to 
reprise the roll of Conan, it 
would be turned into a Kull 
movie, which is ultimately what 
happened, after waiting a year 
for Schwarzenegger to pass on 
the idea. Noted Pogue, "My 
edict was always that I wanted 
to do a thinking man's swash¬ 
buckler, something along the 

Pogue, who also scripted 
DRAGONHEART, sought to capture 

the flavor of Robert E. Howard's prose. 

lines of THE VIKINGS or 
SPARTACUS—something with 
a brain that really requires act¬ 
ing, and something that was de¬ 
finitive Robert Howard. I said 
let’s go for a really mature, mul- 
ti-levelcd [film] like they used 
to make in the old days. Also, I 
think if you watch the first Co¬ 
nan movie and then watch the 
second one, the mistake that 
they made going from ‘R’ to 
‘PG’ is that we had a much 
more interesting first movie (al¬ 
though I still think that one is 
flawed) and a kiddie movie in 
the second one. 

“The first Conan I turned in 
was in February ’92. We had to 
change some of it eventually. 
What happened was that in the 
Spring of ’93, Rob Cohen came 
on as director for awhile.” Co¬ 
hen was only on the project for 
a few months, and then dropped 
out because the plan was to 
shoot the film in Malta, which 
Cohen didn’t want to do. But 

during the time he was there 
Chuck Pogue got a taste of what 
it would be like to work with 
Cohen when they later did 
DRAGONHEART together. 

“I remember once we were 
doing a note session on KULL 
and he came in with his reader’s 
notes. He may have read the 
script once or twice, but he had¬ 
n’t really read it carefully, and 
he was basing all his notes on 
his reader’s notes. There was a 
scene in the middle of the script 
where it talks about the Breath 
of Valka and it gives the whole 
origin and mythology, and he 
wanted to cut the scene! It was 
obvious that he hadn’t read it 
and Raffaella and I are sitting 
there telling him, ‘Rob, you 
can’t cut that scene. The whole 
second half of the movie de¬ 
pends on that scene! If you 
don’t set that stuff up, no one’s 
going to understand what 
you’re talking about.’ 

"He just really couldn’t get it 
and ultimately he got very vehe¬ 
ment and nasty with RafTaella’s 
development person because he 
said [to her], ‘Do you under¬ 
stand this?’ And she said, ‘Well 
yes, of course.’ And he blew up 
and said, ‘Well if she under¬ 
stands it!’ and he started to den¬ 
igrate this girl who had more 
knowledge of literature and dra¬ 
ma than he could ever hope to 
have, and he stormed out of the 
room, basically because he had¬ 
n’t done his homework and he 
had gotten caught. He looked 
like a fool in front of all of us 
and so he broke up the meeting. 
Rob Cohen was this neurotic, 
emotionally frightened man 
who if he couldn't usurp your 
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cess. There was no director on 
it. But my [Universal develop¬ 
ment] executive [Hal Lieber> 
man] thought I had done a pret¬ 
ty good job. 

“Two weeks later it came 
through the executive 
that (the script] had 
been rejected. I had 
some fears before that 
maybe this whole 
rewrite had been de¬ 
signed to throw me 
off, give me impossi¬ 
ble notes and then not 
give me help with it. 
So upon my dismissal 

from the project, against my 
will, I wrote a letter to Lieber- 
man: 

“It didn't take a seer to pre¬ 
dict this eventuality,” Pogue 
wrote. “The plot to engineer me 
off of KULL wasn’t subtle, and 
the plot was aided and abetted 
by the fact that I received ab¬ 
solutely no help or input from 
my producer. A year ago the 
studio green-lit this script. Both 
you and my producer called it 
brilliant and multi-leveled and 
deep. You know as well as I this 
has nothing to. do with artistry 
or talent or merit or what is de¬ 
served.” 

Universal and DcLaurentiis 
brought in another writer, Don 
Mancini. “I think we went from 
a multifaceted, multidimension¬ 
al script to a one-dimensional, 
simplified version of what had 
been a very mature piece of 
work,” said Pogue. 

As an example of this, Pogue 
cited Mancini's use of dialogue 
for the villainess previously 
heard spoken by Darth Vader in 
THE EMPIRE STRIKES 
BACK: “I’ve altered our pact. 
Pray I don’t alter it further.” 

Dialogue had been a sticking 
point in Pogue’s script. “People 
were really scared of [my] dia¬ 
logue,” he said. "People don’t 
understand that words to be 
spoken are different from words 
to be read. My edict was Robert 
Howard and I wanted dialogue 

Sorbo as Kull, fighting the leaders of Valusfa to restore freedom. 
Inset right: Pogue wanted to cast Thomas Ian Griffith as Kull. 

talent, or take credit for it, 
would try to destroy it; and just 
the anxiety that you had in 
meetings with him and his 
spewing and his venom and his 
nastiness. I was really glad to 
see him go.” 

After Cohen left, Kevin 
Hooks came on as director and 
stayed with KULL for quite 
some time. “He was a terrific 
director,” said Pogue. “He real¬ 
ly took to the script and liked 
the blend of action and the 
depth of character married to 
the action, which is something 
you don't see in these things 
very often.” 

Hooks and Pogue screen-test¬ 
ed many actors for the role of 
KULL. “Eventually we found an 
actor, named Thomas Ian Grif¬ 
fith, who we decided we wanted. 
He did a brilliant job. When I 
saw this screen test I wanted to 
go out and write KULL II be¬ 
cause I was so stoked. Raffaella 
and Kevin and I were ready to 
go. We said this is the guy. This 
is it. Let’s go shoot the movie, 
but we couldn’t get him past the 
brass. They didn't know what 
they wanted but it wasn’t him for 
some reason.” 

Even when it was suggested 
that Universal could save a lot 
of money by filming KULL 
back-to-back with DRAGON- 
HEART in Slovakia in 1994, the 
studio still wouldn't make a de¬ 
cision. Ultimately Kevin Hooks 

left KULL because of these pro¬ 
tracted delays, and Pogue feels 
that this is the most crippling 
blow the film suffered. 

“Kevin would have been a 
superb director,” said Pogue. 
“He would have given them a 
great movie with anybody in the 
lead role. If I had the power to 
pick any director I could work 
with, he is one of two directors I 
would pick. The two guys who 
didn't direct my movies are the 
guys who should have directed 
them. Patrick Read Johnson is 
the guy who should have direct¬ 
ed DRAGONHEART, and 
Kevin Hooks should have di¬ 
rected KULL. I lamented and 
mourned that loss more than 
anything else on the movie, 
with the exception of me getting 
thrown off the film, which is the 
next horror story.” 

It was while DRAGON- 
HEART was filming in Slova¬ 
kia that Pogue had a falling out 
with DeLaurentiis, who sided 
with Cohen on script changes 
the director wanted and Pogue 
opposed. 

Though Universal retained 
Pogue as scripter on KULL, 
DeLaurentiis refused to work 
with him or pass on basic infor¬ 
mation, such as the casting of 
Kevin Sorbo in the lead role. 

“I wrote [another] draft with 
no feedback at all from my pro¬ 
ducer, or from my star,” Pogue 
explained. “I was not given ac¬ 

with panache. I want dialogue 
that roils off the tongue. 

“I fought this fight on 
DRAGONHEART where Rob 
Cohen kept banalizing dialogue 
right and left. Let them speak 
better than real life. This is dra¬ 
ma. Everything is more accen¬ 
tuated. And if nothing proved 
it, it should have been proven 
well beyond a shadow of a 
doubt during the [KULL] audi¬ 
tions where actors were just 
drooling over this language, 
saying, ‘We never get words 
like this. We never get dialogue 
like this.* 

“I think you have to be very 
true to the core of the piece, and 
again my guide was Robert 
Howard. As I started out I want¬ 
ed the definitive Robert Howard 
movie. I wanted that moody 
blood and thunder prose, and 
colors and depths. And get into 
that these people have more 
than one facet, more than one 
agenda. People with contradic¬ 
tions. I wanted real life charac¬ 
ters and that’s what spoke to 
Kevin Hooks on it, and that’s 

continued on page 61 

Howard’s Kull stories were published 
In book form, which Un Carter 

finished after the author’s death. 

CHARLES EDWARD POGUE 

M| would have done anything for Rafaella 
[DeLaurentiis] except the two things she 

asked me to do, which were to compromise 
my integrity, and compromise my writing. ..rr 
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before. So too had production 
designer Benjamin Fernandez. 
Director of photography Rod¬ 
ney Charters had lit PSYCHO 
IV and STEPHEN KING’S 
SLEEPWALKERS before team¬ 
ing up with director Nicolclla on 
the NASH BRIDGES television 
series. Recalled Nicolella, 
“When I introduced Rodney to 
Don Johnson [the star of NASH 
BRIDGES], Johnson said, ‘He 
does great faces.’That’s impor¬ 
tant in a fantasy—there are 
some things you mustn’t lose for 
the sake of style. Rodney is a 
ballsy New Zealander who’s not 
afraid to take chances. We fight 
all the time, that’s the way we 
work for the best results.” 

Cost is naturally the reason 
why KULLTHE CONQUEROR 
was based in Bratislava which 

lies just inside the Slovakian bor¬ 
der, 60 kilometers from Vienna, 
the nearest international airport. 
“You do get more for your money 
here”, admitted Raffaella DcLau- 
rentiis. “1 first came to Bratislava 
at the beginning of 1994 to scout 
locations for DRAGONHEART 
and had such a wonderful experi¬ 
ence I couldn’t wait to return.! 
wanted to shoot DAYLIGHT 
here, but Sylvester Stallone in¬ 
sisted'on Rome. LuuA aruormtf 
you. Isn’t it just so spectacular? It 
looks like a fairytale country be¬ 
fore you even start adding your 
own fantasy elements. It’s a 
friendly place to work, the sound- 
stages at Koliba arc every bit as 
good as the ones in Hollywood, 
the technicians arc artisans and 

DIRECTOR JOHN NICOLELLA 

“I screamed [at producer DeLaurentiis] 
‘Everybody thinks I’m a greedy prick!’ and 

she yelled back “You are!!’ Hey, that’s my job. 
I have to make KULL woik 24 hours a day.” 

Kull's journey takes him to the Ice caves ot the frigid North, with Zareta 
(below). 1: Sorbo as Kull, with no fear of comparison to Schwarzenegger. 

it’s a film-friendly community. 
So much production value is 
added to the screen just by being 
Acte. Ar utciod 
to have cottoned on to Bratislava; 
George Clooney’s pre BAT¬ 
MAN AND ROBIN movie, 
THE PEACEMAKER, was shot 
concurrently with KULL THE 
CONQUEROR, and a whole 
slate of international productions 
are set to follow. 

Asked what the Bratislava 
experience has meant to him 
and John Nicolella replied, 
“One day only! You know what 
it’s like "when you’re filming. 
You get up, leave the hotel, get 
to the studio, go back to the ho¬ 
tel. I’m here just to come to 
work. In a living sense it means 
nothing, but in a working sense 
it means I can afford to use 
more toys, be more flexible 

and pay less for what in San 
Francisco would cost three 
times more. Plus we have the 
time to make it work. The 
downside has been we haven’t 
had any Summer and while we 
were told by those who should 
know that it never rains in 
Croatia in September, it rained 
every day we were there—the 
first lime in 25 years apparent¬ 
ly. Those elements have been 
hard to cope with. But through 
it all Raffaella has made it 
work and kept spirits up. She 
really is the most tenacious 
producer I’ve ever worked 
with—and the best.” 

Noted Nicolella of DeLau¬ 
rentiis, “Her approach to produc¬ 
ing comes out of an experienced 
logic and a journeyman work 
ethic. She’ll get her hands dirty. 
She’s always there when you 
need her and she understands 
everything all the time. She’s al¬ 
so a pain in the ass and we fight 
like brother and sister. The other 
day I screamed, ‘Everybody 
thinks I’m a greedy prick!’ and 
she yelled back. ‘You are!!’ Hey, 
that’s my job. I have to make 
KULL work 24 hours a day. 
That’s what I’m currently living 
for. So is Raffaella, except she 
has to make it for this amount of 
money on that schedule. 1 want 
KULL THE CONQUEROR to 
be in the same class as CASPER, 
BATMAN and THE FLINT- 
STONES. Raffaella is ensuring 
we are all making world class 
entertainment." 

DeLaurentiis added. “All 
movies present different chal¬ 
lenges and the main one here 
has been to make a fun, thrill- 
packed fantasy that everyone 
will enjoy. All the key elements 
are there: a good story, a great 
script, magical special effects, a 
wonderful cast—Tia Carrerc is 
bringing a delicious sense of 
evil fun to her role as Aki- 
vasha—with the icing on the 
cake being Kevin Sorbo. We’ve 
signed him to a two picture deal 
but we’ll finish KULL THE 
CONQUEROR first and take a 
long hard look before we make 
a decision about any sequels.” 

Meanwhile, the KULL sets 
are being left intact at Koliba 
Studios, just like the DRAG¬ 
ONHEART ones before it, be¬ 
cause who knows when they 
might be needed again... 

Universal Pictures opens 
KULL nationwide on August 29. 

22 



LITEFOOT 
Bringing his own depth and 
spirituality to KulVs sidekick. 

By Alan Jones 

KULL’s Ascalante is played by rap artist 
Litefoot, who has travelled throughout the 
reservations and schools of the U.S.A. giv¬ 
ing concerts to promote cultural identity 
and awareness among young Native Ameri¬ 
cans. Litefoot has released four albums and 
made his feature film debut in the title role 
of THE INDIAN IN THE CUPBOARD. He 
can also be seen in MORTAL KOMBAT: 
ANNIHILATION. The sequel opens No¬ 
vember 28 

“The reason I was attracted to the role of 
Ascalante is because it's a big departure 
from anything I've done in the past,” said 
Litefoot. “I wanted to show that Native 
American people are capable of playing 
many different characters rather than just 
the obvious ones. It was something I felt 
necessary to do.” 

Noted Litefoot, “Ascalante is a holy 
man, who, when we first see him, is acting 
like a madman, ranting on about this an¬ 
cient god that no one believes in. But it 
turns out as the story progresses that there’s 
a lot more truth to it than anyone expected.” 

The biggest lesson to be learned in 

KULL THE CONQUEROR is how to use 
the mind to keep your enemies at bay, not 
your fists, according to Litefoot. “Ascalante 
doesn’t kill people or commit himself to 
fighting," he said. “His challenge is to chan¬ 
nel his fighting instincts in a positive way 
without using them. When he decides to 
save Kull in the Ice Cathedral, that action is 
what spells his own doom. Often you only 
have to deviate once from what you should 
be doing, to get yourself into a whole lot of 
trouble. As is so often in real life, that also 
proves to be the case for Ascalante.” 

Director John Nicolella was a huge in¬ 
spiration for Litefoot with regards his grasp 
of Ascalante’s character. “When I first sat 
down and talked to John I realized he knew 
exactly what he wanted with this movie,” 
said Litefoot. “Everything was planned 
down to the last detail. That’s something 
you need as an actor and I strived off his vi¬ 
sion and expanded it. I drew things out of 
my own personality to stay on track with 
Ascalante’s. I always look to the positive 
and am true to myself. Sometimes it’s hard 
to deal with reality but that’s what I think is 
the core of Ascalante and I’ve related to that 
a lot.” 

Kull rescues Ascalante from being tortured. Ascalante—considered more madman than holy man— 
prophesies the coming of an ancient god, which proves true as Akavasha's reign of darkness emerges. 

Native American actor and rap artist Litefoot plays 
holy man Ascalante, Null's trusted companion. 

As far as Litefoot is concerned, Kevin 
Sorbo has been a dream to work with. “You 
know, I keep waiting for those horrendous 
Hollywood stories to come true,” said Lite¬ 
foot. “That person's bad, this star’s nasty, 
she’s a bitch. But nothing remotely like that 
has ever happened to me. Surely I can’t just 
be the lucky one? Kevin has been wonder¬ 
ful and we’re always laughing and having 
enormous fun on the set. It makes the time 
fly by when you’re far away from home and 
your family. Actually the extensive blue 
screen work I’m doing has given me fond 
memories of THE INDIAN IN THE CUP¬ 
BOARD.” 

Noted Litefoot, “KULLTHE CON¬ 
QUEROR is not your typical Sword and 
Sorcery fantasy. Yes, there’s nobility in the 
action, a Robin Hood-style message and 
physical and mental strength along CO¬ 
NAN lines, but in a different mix than 
you’ve seen before. It has probably been 
my most difficult assignment to date be¬ 
cause of that. I didn’t want to be a typical 
priest caught up in his own reverence. 
Every scene Ascalante appears in must 
show a little more of what he’s trying to as¬ 
pire to. There’s a strength in his wisdom 
that greatly affects his relationship with 
Kull.’’ □ 

_ 
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Sigourney Weaver stars In a new and different version of “Snow White," with 
Monica Keena (above), told from the point of view of the wicked witch. Weaver, 
(below) as Claudia, the new wife of Frederick (Sam Neill), happiness before the 

storm of meeting her stepdaughter, Ulll, the snow white lass of the tide. 

The fairy tale returns 
to its roots in Show¬ 
time’s gothic chiller. 

By Alan Jones 

There was a girl with skin as 
white as snow, checks as red as 
blood and eyes as black as 
ebony. She had a wicked step¬ 
mother who consulted an en¬ 
chanted mirror and she escaped 
a vengeful murder attempt to 
live with seven dwarfs in a dark 
forest. Then, after lying co¬ 
matose from biting a poisoned 
apple, she was awoken from the 
evil spell by handsome Prince 
Charming. Right? 

Wrong! That’s how it was in 
the landmark 1937 Walt Disney 
cartoon version of SNOW 
WHITE AND THE SEVEN 
DWARFS, but it’s not what the 
Brothers Grimm wrote when they 
published folklore tales from 
around the world for publication 
in 1812. Nor is what even they 
recorded for posterity the full sto¬ 
ry either. Banking on the fact au¬ 
diences will indeed be interested 
in learning the roots of what is the 

most famous fairytale in western 
literature, Polygram Film Interna¬ 
tional, with their subsidiary com¬ 
pany Interscope Communica¬ 
tions, shot SNOW WHITE IN 
THE BLACK FOREST on loca¬ 
tion in the Czech Republic during 
late 1995, with interiors based at 
Barrandov Studios in Prague. 
Sigourney Weaver stars in the $30 
million gothic chiller, which will 
have its world premiere (with a 
name change to SNOW WHITE: 
A TALE OF TERROR) on 
Showtime August 24. 

The oral tale of “Snow 
White" has existed for over six 
centuries in the folklore of 
many diverse cultures. The 
Celtic version features a jealous 
Queen named Silver-Tree 
threatening the younger Gold- 
Tree. In Icelandic myth, heroine 
Vildridr “fairer than Vala” es¬ 
capes to a small house carved of 
stone and inhabited by two 
dwarfs. The Norwegian deriva¬ 
tion has a giant’s daughter prick 



Weaver, disguised as an old crone in makeup by Linda Devetta, offers Lilli (Keena) a poisoned apple. Both characters are portrayed as psychologically driven and 
more complex than the Disney cartoon everyone remembers. Showtime airs the world premiere of the $30 million Polygram production on August 24. 

her finger and, inspired by the 
blood on the snow, wish for a 
daughter with pure white skin 
and red lips. In warmer climates, 
the story substitutes snow for 
milk. And while the French- 
Canadian fable "Le Miroir Qui 
Parle/The Speaking Mirror" dif¬ 
fers in detail from the Louisiana 
saga of “King Peacock,” they 
arc all recognizable variants of 
what we have come to know as 
the "Snow White” legend. 

What the pioneering Wilhelm 
and Jacob Grimm did was take 
these oral anecdotes handed 
down through many cross-cultur¬ 
al generations and modify them 
with traditional texts to produce a 
new written form they termed 
pre-Christian Teutonic literature. 
Other tales given the same treat¬ 
ment were “The Frog Prince,” 
“Little Red Riding Hood,” 
“Cinderella," “The Dancing 
Princess,” “The Singing 
Bone,” "Hansel & Gretel,” 
“Rumpelstiltskin" and "The 
Cobbler and the Elves.” Often 
condemned for being more 
“fake-lore" than folklore by 
critics unimpressed by their 
false claims of historical au¬ 
thenticity, the German natives 
nevertheless fashioned a 
unique and enduring genre as 
much informed by national¬ 
ism and heritage as embell¬ 
ished with romance and 
imagination. 

However, even the Broth¬ 
ers Grimm tended to embroi¬ 
der on their own “authorita¬ 

tive” texts each time they pub¬ 
lished a new updated volume. In 
the 17 editions of what was orig¬ 
inally called Grimm s House¬ 
hold Tales published between 
1812 and 1856, the “Snow 
White" story subtly changed by 
varying degrees. Originally the 
evil Queen was Snow While's 
natural mother and she heart¬ 
lessly abandoned her daughter 
while both picked flowers close 
to the woods. It was also her fa¬ 
ther who discovered her spell¬ 
bound in the forest and she was 
awoken, not by a kiss, but with 
her body being tied by ropes 
connected to four corners of a 
palace room. The Queen was 
then tortured in a climactic 
Dance of Death, forced to wear 
red-hot iron shoes. SNOW 
WHITE IN THE BLACK FOR¬ 
EST director Michael Cohn 
pointed out, "Even the Grimms 

thought such ideas were too 
scary. Having a mother do 
something like that to her own 
daughter was too shocking even 
for them. Their editorial change 
to a stepmother to make the sto¬ 
ry more ‘acceptable’ was a very 
significant one because it altered 
the narrative subtext enormous¬ 
ly. People could cope with a 
family ‘interloper’it seemed, 
not the truthful familial bond.” 
Other minor changes were sub¬ 
sequently made and refined: the 
huntsman ordered to kill Snow 
White and return with her liver 
and lungs as proof; the prince’s 
two disgruntled servants acci¬ 
dentally reviving her by striking 
her coffin in anger and dislodg¬ 
ing the poisoned apple stuck in 
her throat. Finally the good and 
bad aspects of the Queen were 
turned into independent charac¬ 
ters to position the famous ‘Mir¬ 

ror, Mirror, on the wall. Who’s 
the fairest one of all?' plea—not 
spoken in this version—in the 
clearest black and white terms. 

These “improvements" con¬ 
tinued constantly through vari¬ 
ous reprints by anonymous 
writers right up until 1937 when 
Walt Disney set his seal on the 
legend with his animated classic 
SNOW WHITE AND THE 
SEVEN DWARFS. SNOW 
WHITE IN THE BLACK FOR¬ 
EST producer Tom Engelman 
remarked, “You’d be hard- 
pressed to find an individual 
now who would answer, ‘The 
Brothers Grimm’ to the ques¬ 
tion ‘Who wrote ‘Snow White?’ 
They’d all say Disney.” It was 
precisely for this reason that 
Engelman thought a back-to-ba¬ 
sics version of the “Snow 
White" myth was not only long 
overdue but also a highly com¬ 

mercial prospect. 
“It was four years ago and 

I was reading the Grimm tale 
to my young niece,” said En- 
gclman, “And as 1 was read¬ 
ing. I felt this sudden rush of 
discovery. Here was an un¬ 
touched—at least by film¬ 
makers—malevolent roller¬ 
coaster ride dealing with a 
young girl surviving a lough 
ordeal and emerging from it 
as a strong and determined 
woman. Not only that. In the 
course of her brutal experi¬ 
ences she's forced to descend 
into her own private Hell (the 
spell cast by the Queen) and 

In this trus-to-ilf« version, Weaver is driven to distraction by her obnoxious 
step-daughter, In a $30 million horror version directed by Michael Cohn. 
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must face her psychological 
confusion and some terrifying 
personal demons.” 

Over the past decade Engel- 
man has been involved with the 
blockbusters BIG and WORK¬ 
ING GIRL as well as BLACK 
WIDOW. THE TEMP and TER¬ 
MINAL VELOCITY. So he 
found it relatively easy to talk 
Polygram into financing such 
clearly rich material as “Snow 
White.” Added Engclman, “De¬ 
pendent on script and cast ap¬ 
proval, naturally." As far as the 
script was concerned, Engelman 
wanted it written from the 
premise “That we were telling 
the real behind the-scenes story 
from which a potent myth would 
soon arise. Although it's only 
seven pages long, it is imbued 
with poetry and mythic language, 
and I wanted that captured. I in¬ 
sisted each image be analyzed 
for what lay behind it, too. For 
example, who is Prince Charm¬ 
ing? Is it someone she already 
knows, or a stranger? Who her 
real Prince would seem to be and 
who it actually is are two entirely 
different things. Also the idea of 
Kings and Queens seemed out¬ 
dated. In the late 15th century, 
when our story is set, powerful 
people tended to be barons or 
landowners. It was vitally impor¬ 
tant that we made specific what 
the Brothers Grimm left general; 
interpret the poetic images to re¬ 
flect a more realistic, historic and 
accurate truth.” 

That’s why there aren’t sev¬ 
en dwarfs in SNOW WHITE IN 
THE BLACK FOREST—just 
one. Noted Engclman, “We call 
them Outcasts in the script, not 
through political correctness 
gone mad. but because in our 
minds these characters would 
be more incomplete men in 
some shape and form. We didn't 
want to define them all as phys¬ 
ical dwarfs although gap- 
toothed Bart does fit that de¬ 
scription.” The other six Out¬ 
casts arc Pock (blind in one eye 
with a stump as a right hand). 
Scar (with a perpetually scowl¬ 
ing face due to childhood trau¬ 
ma), Rolf (gaunt with huge 
teeth and a lantern jaw), Konrad 
(a colossal mongoloid). Father 
Gilbert (bald and obese) and 
Will (handsome but branded on 
one cheek). 

"The main image we worked 
from with the Outcasts were the 
gang in THE WILD BUNCH,” 

((SNOW WHITE deals with 
dysfunctional family values, 

Freudian fears and the obsession 
with beauty,” said producer Tom 

Engelman. “It’s primal stuff!” 

Weaver as the old hag tricks Lilli (Keena) Into eating the poisoned apple. 
Below: The sleeping Ulli is burled with reverance. In a stained glass 

coffin by her protectors, the seven outcasts, filmed on location In Prague. 

said Engelman.“They were a 
mob of misfits held together by a 
code which had grown out of an 
unspoken need to be together. 
Suddenly, into the band comes an 
outside force—Snow White— 
and they become an odd family 
unit where each gets something 
special from the other side.” 

SNOW WHITE IN THE 
BLACK FOREST is just one of 
the many fairytales recently 
given a ’90s refit by the film in¬ 
dustry. Made prior to SNOW 
WHITE at the same Prague stu¬ 

dios was Steve Barron's THE 
LEGEND OF PINOCCHIO, 
with new versions of PETER 
PAN (producer John Hughes), 
CINDERELLA (starring Janet 
Jackson), RUMPELSTILT- 
SKIN (director Mark Jones) and 
a German HANSEL AND 
GRETEL still to come. Engel¬ 
man pointed out, “Fairytales arc 
back in vogue because their 
source material is so strong and 
they arc ideal for the new spe¬ 
cial effects technology. You can 
also use them to raise important 

contemporary issues. SNOW 
WHITE deals with dysfunction¬ 
al family values, blood ties, 
Freudian fears and the obses¬ 
sion with beauty. Physical beau¬ 
ty, as in the Cult of the Super- 
model, is probably one of the 
greatest forms of modern magic 
because it docs indeed cast a 
spell. That’s why ‘Snow White’ 
has had such staying power 
over the centuries. It’s primal 
stuff!" 

Not that the name “Snow 
White” is featured anywhere but 
in the title of the screenplay ini¬ 
tially written by Tom Szollosi, 
Stephen Metcalfe and Deborah 
Serra. It begins in Germany, 
1493, with Frederick Hoffman 
(Sam Neill) cutting a child from 
his dying wife’s womb after she 
has been impaled on a tree in a 
shocking carriage accident. Lilli 
(Monica Kccna) is the name 
“Snow White” is christened with 
here and she is clearly not thrilled 
when her father marries for a sec¬ 
ond time, taking the exquisitely 
beautiful and narcissistically vain 
Claudia Alvise (Sigourney 
Weaver) as his wife. Claudia 
brings with her only an ornate, 
hand-carved Vanity containing a 
large, flawless mirror, and this 
mysterious piece of furniture is 
what compels the new Mrs. Hoff¬ 
man to alienate Lilli and cast her 
to the wolves in the forest. 

Engelman noted, “The basic 
image in SNOW WHITE is 
Claudia's mirror and our inter¬ 
pretation of it is two-fold. It 
could be Claudia’s alter-ego, the 
reflected ravings of a mad 
woman and the excuse for her 
hallucinations. Or it could be a 
supernatural entity taking on a 
form that's most pleasing to 
Claudia—herself! We deliber¬ 
ately never answer that question 
to keep the psychological read¬ 
ings complex. Nor is Lilli a 
naive individual who doesn't 
even think twice about taking a 
bite from an apple offered to her 
by a complete stranger. She’s 
smarter than that. One of the 
reasons why Claudia doesn’t 
like her is because Lilli hasn't 
even tried to make an effort. 
From the moment she arrived in 
the household, Claudia has 
sought Lilli’s approval and has 
had it thrown in her face. The 
turning point comes when Lilli 
turns up in her mother’s ball¬ 
gown at a party and takes all the 
attention away from Claudia. 
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SIGOURNEY WEAVER 
Weaver on her wicked star turn as the Evil Queen. 

Sigourney Weaver brews a wicked apple. Polygram paid the star ot the AUEN 
series and GHOSTBLISTERS $4 million for her key performance. 

By Alan Jones 
For the haughty, proud, 

beautiful and maniacally de¬ 
ranged Claudia Alvise, produc¬ 
er Tom Gngelman and director 
Michael Cohn only had one ac¬ 
tress in mind as the archetypal 
Wicked Stepmother in SNOW 
WHITE IN THE BLACK FOR¬ 
EST. Engclman had worked 
with Sigourney Weaver before 
on WORKING GIRL and had 
no hesitation in offering the 
ALIEN trilogy star the key role 
in his heartless fairytale. Plus a 
$4 million fee! 

But Weaver was attracted to 
the Claudia role for numerous 
reasons, as she explained. ‘Td 
just played two intensely de¬ 
manding roles in DEATH AND 
THE MAIDEN and COPYCAT 
and I wanted a change. SNOW 
WHITE really intrigued me be¬ 
cause it was written like the Ja¬ 
cobean plays I studied at drama 
school. Frankly, I’m not offered 
many parts where I can be just a 
plain out and out sex goddess. 
Between Charles Knode's cos¬ 
tumes, Linda Devctta’s make¬ 
up and Francesca Crowder’s 
hair designs, I really do look 
fabulous—although I say it my¬ 
self! Everyday I’ve been trans¬ 
formed into this voraciously 
beautiful woman. It’s some¬ 
thing I haven’t been asked to do 
before and that's the main rea¬ 
son why I showed initial inter¬ 
est in this script four years ago 
when the original producer, 
Robert Cort, first mentioned it.” 

Weaver said she only likes to 
do one film per year, so she 
chooses her scripts carefully. 
Noted Weaver, “What intrigued 
me about the script was this 
idea of why a woman with so 

much to give, and so many ex¬ 
cellent qualities, would sudden¬ 
ly feel worthless in one day. It 
was all in the relationships and 
they really interested me. When 
women look in a mirror, if they 
feel good about themselves, 
then they look pretty. But if 
they feel they are unable to give 
love or are unhappy, then they 
feel neutered as women. Here 
was a great opportunity to ex¬ 

plore all that in the ‘Mirror, 
Mirror, On the Wall' idea, time 
to investigate it both as a 
woman and an actress. Beauty 
is all in the mind—and I believe 
that. If you are giving and re¬ 
ceiving in life, you are vital and 
interesting—and beautiful. It 
doesn’t matter what age you 
are.” 

Yet beauty is only one part 
of it, claimed Weaver. “I cut all 

the lines from the script about 
Lilli's beauty because I do feel 
Claudia’s problem has a lot to 
do with her husband, Freder¬ 
ick,” said Weaver. “Basically, 
Lilli won’t let me have any time 
with him and Frederick always 
seems to take her side. From the 
outset Lilli doesn’t give Claudia 
a chance and that hurts her. 
Here she is trying to give Fred¬ 
erick the united family he so 
desperately wants, but Lilli re¬ 
fuses to think of her as anything 
but a villainess over the nine- 
year period of adjustment. And 
because she’s trying, unsuccess¬ 
fully, to conceive her own child 
as well, it’s a nullifying experi¬ 
ence as she thinks of herself as 
the perfect woman. Then Lilli 
flaunts herself at the ball wear¬ 
ing her mother’s dress, and then 
she loses the precious baby she 
wanted so much. It’s the end of 
her life, the end of her trying to 
make peace with Lilli, and the 
end of her sanity.” 

Once on board the SNOW 
WHITE project. Weaver did 
take time to read the Brothers 
Grimm original story. “I got a 
lot from it, mainly the relation¬ 
ship between Lilli, Claudia and 
Frederick being so Freudian,” 
said Weaver. “It’s like a Greek 
tragedy because by the end even 
Lilli has become a killer. No 
one escapes. We are all respon¬ 
sible. We all make terrible mis¬ 
takes and we suffer because of 
them. Especially my character. 
We all start life with the same 
elements, but some of us put 
them in the wrong crucible.. 

“I always felt the problem 
with the SNOW WHITE story 
was that you knew nothing 
about the Frederick character 
and you could never understand 
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Weaver mixes an evil potion (left). Her minds snaps (right) when Claudia has a miscarriage ol her child with Frederick. She fixates on her troubling stepdaughter 
as the source of her misfortune. Weaver claims the key to Claudia Is that she starts out normal, with high hopes, but things don't work out for her. 

why this nice guy would pick 
someone so obviously horrible 
for his new wife. It was vitally 
important for me to make it 
clear that Claudia and Frederick 
are madly in love at the begin¬ 
ning and that’s what Lilli re¬ 
sents. Then when she changes 
from the perfect wife into the 
worthless mother of a stillborn 
child, that’s when she looks 
hideous in her mirror and 
blames Lilli for everything." 

Weaver admitted it was the 
mirror sequences that proved to 
be the most difficult to work out 
in the context of this new read¬ 
ing of SNOW WHITE. “Is it su¬ 
pernatural or psychological?” 
she mused. “We have actually 
filmed it from both angles to see 
which works best. Personally I 
don’t think the supernatural 
route is the one to go. Claudia is 
not as effective a personality 
that way. 1 see the mirror image 
more as her calm, reassuring, 
alter-ego saying things like, 
‘Look, you've got to do this be¬ 
cause so-and-so is out to fuck 
you* or ‘Snap out of it, it’s go¬ 
ing to be all right if you follow 
my instructions.’ It may have 
been more interesting to go 
over-the-top with it, but it’s cer¬ 
tainly nowhere near as truthful. 
Claudia is terrified someone is 
behind all of her bad fortune. 
Lilli is her closest target so 
she’s the one. I have no idea 
which slant director Michael 
Cohn will finally take but I’m 
certain it will be the one that 
makes the most narrative sense 
in the long run.” 

The challenge for Weaver 
with her character was not to let 
Claudia slip into camp. “That’s 
the real danger of this part and 
I’m trying to avoid it with every 
cell,” said Weaver. “There are 
some delicious moments where 
I’ve tried to stay in middle 
ground—the scene where she se¬ 
duces Peter Rutenberg [Lilli’s 
sweetheart] at the top of the stairs 
and licks her lips when he 
leaves—but it’s such a fine line. I 
don’t want to make Claudia fun¬ 
ny when she’s savoring the irony 
of her cruelties. I want her evil 
grounded in essential humanity.” 

SNOW WHITE IN THE 
BLACK FOREST was originally 
going to present a new side to 
Weaver for her huge and devoted 
male following to wax lyrical 
over. Yes, Claudia sings! Al¬ 
though Weaver brought her 
singing teacher over from New 
York to help her train, it was de¬ 
cided to dub her in the finished 

cut. “I was all prepared to do it 
but then they kept adding more 
and more singing scenes," said 
Weaver. “It became this big deal 
so in the end they got a proper 
singer—thank goodness! She 
sings when Lilli runs through the 
woods and keeps on singing 
when she gets more and more 
disturbed. It was yet another 
problem to deal with so I'm glad I 
didn't do it in the end, although I 
do sound quite nice, I must say.” 

Weaver always researches 
her roles in detail and never 
starts a film unless she is clear in 
her head about the character she 
is going to play. And she saw die 
Wicked Stcpmother/Claudia as 
one of the classic figures in 
western literature. “At her best 
she most definitely is,’’ said 
Weaver. “The key to Claudia is 
that she starts out as normal as 
the rest of us. She isn’t evil. 
There’s a reference in the script 
about her mother’s dabbling in 

witchcraft but we decided not to 
shoot it. What 1 love about her is 
she comes into this new life with 
all her hopes and dreams flying 
high. But things don’t work out 
for her and that’s maybe the 
Brothers Grimm. Life is cruel. It 
doesn’t always reward goodness 
and innocence and that’s true for 
all of us. Michael [Cohn] tried 
to make me meaner in certain 
scenes but I didn’t see Claudia 
that way at all. You don't need 
to do that when you have scenes 
where the mirror tells her to 
‘steal Frederick's seed and bathe 
the child in the father’s blood.’ I 
get to play the full range be¬ 
tween silent movie goddess and 
Black Widow in SNOW 
WHITE and it’s been a joy.” 

But will it be a ratings suc¬ 
cess? “If they position it well 
and make everyone aware it isn’t 
a cartoon and is completely anti¬ 
thetical to what Disney’s version 
was about,” said Weaver. 
“Whether it makes money or not 
is not really my first concern 
these days. I'm interested in do¬ 
ing a variety of roles and I chose 
this because it was a great sto¬ 
ry—it always was. If you don't 
care how a movie does in Ameri¬ 
ca, you arc open to so many 
more exciting career possibili¬ 
ties. Naturally, I hope this does 
well in America. I’ve been very 
lucky with my commercial suc¬ 
cesses there. Yet, like ALIEN 3,1 
think SNOW WHITE IN THE 
BLACK FOREST has a more 
European feci and not just be¬ 
cause the source material is Eu¬ 
ropean to begin with.” □ 

Happier moments with Frederick (Sam Neill) before tragedy strikes. Weaver 
sees this SNOW WHITE In real psychological terms, not as fantasy. 
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Who else would have been the 
perfect stepmother? Sigourney 

fought Aliens and Ghostbusters!” 
Engelman joked. “Only she could 
bring that level of evil intensity. ” 

Reality behind the myth: six of the seven outcasts who protect Lilli from 
Claudia’s wrath, with only one dwarf among the lot of them. 

These are two very clever indi¬ 
viduals battling to see who 
comes out on top.” 

With the addition of a “Beau¬ 
ty and the Beast” strand, one of 
the Outcasts turning traitor, Clau¬ 
dia’s enigmatic brother, Gustav, 
and a major sequence played out 
against the Black Death, Poly¬ 
gram found the multi-layered 
draft script for SNOW WHITE 
IN THE BLACK FOREST ac¬ 
ceptable. All they needed now 
was a director. Recalled Engcl- 
man, “We met with over 30 di¬ 
rectors on this project from big 
names with hit movies to com¬ 
plete unknowns, and only 
Michael Cohn understood what 
we were trying to make. Most di¬ 
rectors had a hard time with the 
Historical Horror category, but 
Michael appreciated the gothic 
Thriller approach where the im¬ 
portant elements of shock and 
terror would not be shied away 
from. He fully embraced the dark 
philosophy of the piece. I didn't 
want a technology-driven movie 
at the expense of character and 
Michael’s past two films proved 
he knew how to build suspense, 
how to handle special effects and 
let the actors work in a natural 
vein. Sure, he was untested at 
this professional and budgetary 
level, yet that was part of the fun. 
We took a leap of faith.” 

After receiving a master’s 
degree in Communications and 
Film Production from the Uni¬ 
versity of Texas in 1984, 
Michael Cohn taught at that es¬ 
tablishment about every aspect 
of the filmmaking process for 
six years. In 1991, he took leave 
from the university to direct the 
$2 million borderline science 
fiction Vidmark release IN¬ 
TERCEPTOR. starring Jur¬ 
gen Prochnow as a hi-tech 
stealth bomber hijacker. The 
following year he resigned from 
his teaching position to direct 
the Turner Home Video psycho 
thriller WHEN THE 
BOUGH BREAKS, based 
on his own screenplay, starring 
Martin Sheen. 

Cohn’s involvement with 
SNOW WHITE IN THE 
BLACK FOREST actually be¬ 
gan when he went to Interscope 
to pitch a script as a possible 
HBO project. "That didn’t work 
out but they called me back and 
asked me to read the SNOW 
WHITE script for my opinions,” 
said Cohn. “It was an early draft 

and it had gone through many 
changes and writers over the 
three-year period. The original ti¬ 
tle was THE GRIMM BROTH¬ 
ERS: SNOW WHITE IN THE 
BLACK FOREST. But they 
thought it was at a promising 
place for yet another departure 
point. I agreed with their assess¬ 
ment and in the next eight weeks 
talked to them four more times 
about direction and tone until 
they signed me up.” 

From the opening gory birth 
scene and her stepmother danc¬ 
ing with the bloody entrails of 
what she assumes is Lilli’s 
heart, to the cave-in at the Out¬ 
cast's mine and Claudia’s de¬ 
ranged demise in a house of 
mirrors, SNOW WHITE IN 
THE BLACK FOREST has no 
shortage of nasty, exciting or 
scary sequences. Noted Cohn, 
“I’ve tried to root the violent 
and grotesque moments in real¬ 
ism so they aren't either too 
gratuitous or softened down. 
Mostly I’ve tried to deal in sur¬ 
realistic dream images that have 
a basis in nature. The hideous 
image of the spider emerging 
from a wound in Gustav’s hand 
being a good example. Clau¬ 
dia’s miscarriage scene, a piv¬ 
otal event that sends her over 

the edge, is blood-spattered but 
not overly gory. The rating must 
be a hard PG-13. I have no in¬ 
terest in throwing buckets of 
blood over the story. It would 
be a mistake. Audiences don’t 
want that now, they want to be 
scared and unsettled more.” 

What Polygram wanted was 
some measure of box office in¬ 
surance to protect their sizeable 
investment in SNOW WHITE. 
They got it when Sigourney 
Weaver came on board the pro¬ 
ject at a very early stage. Produc¬ 
er Tom Engelman joked, “Who 
else would have been the perfect 
Claudia? Sigourney has fought 
AUENS and GHOSTBUSTERS, 
for heaven’s sake! Rarely have I 
ever had an actress so firmly in 
mind from the very beginning. It 
was a case of, if I can’t make this 
with Sigourney, then it isn’t 
worth making at all. Only she 
could bring a level of evil inten¬ 
sity to Claudia without sacrific¬ 
ing her humanity or intelligence. 
Claudia was the hero of her own 
story and she had to be real and 
be played straight. Sigourney al¬ 
so favors first-time talent and I 
saw it as a major plus when she 
too was convinced Michael 
would be the best director.” 

Added Cohn,“Sigourney 

harbors an emotional and psy¬ 
chic strength that is incendiary. 
We needed an actress who 
would dimensionalize the role 
and bring to life one of the most 
fascinating characters in literary 
history. Sigourney was dream 
casting and this would be incon¬ 
ceivable without her. She is just 
a great combination of the right 
elements: strength, command¬ 
ing physical stature, and a dark¬ 
ness in her persona. Oh, and 
let’s not forget she’s incredibly 
beautiful too! Sigourney has 
been brilliant in her scenes with 
the mirror and has brought out 
every venomous nuance and 
Black Widow facet of the com¬ 
plex character. As she plays it, 
the mirror could be a fragment 
of her own psyche, her id, or 
even some vestige of her own 
mother. There are implications 
that the Vanity is a talisman 
willed to her so the spirit of her 
mother can always be close by.” 

With regards to casting Lilli, 
Engelman and Cohn went 
through hundreds of audition 
tapes from actresses both in 
America and Europe and for a 
short while Alicia (CLUELESS) 
Silverstone was a major con¬ 
tender. Noted Cohn, “It was a 
numbing experience. We didn’t 
have a specific type in mind, we 
were just waiting for someone to 
walk in and we’d know she was 
the one. That happened with 
Monica Kccna. She had the face 
of a Botticelli angel but also a 
level of toughness that would be 
a requisite for a girl from this 
time period. You could thrust her 
into a forest, hurl 100 m.p.h. 
winds at her and topple trees 
around her, but you know she’d 
cope and survive to become 
strong enough to take on Sigour¬ 
ney Weaver. Also Monica was 16 
years old, at precisely the same 
transition age as Lilli was in the 
script. We could have cast an old¬ 
er actress but then we wouldn’t 
have captured that ingenuous 
quality. It felt dangerous to cast 
Monica and that’s why we did 
it.” Monica Kcena’s only credit 
of note to date is WHILE YOU 
WERE SLEEPING. 

Principal photography on 
SNOW WHITE IN THE 
BLACK FOREST began Octo¬ 
ber 2, 1995, and finished in the 
third week of December. Prague 
was chosen as the base of opera¬ 
tions according to Engelman, 
"Because this was the one film 
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community that had the people 
we wanted to be part of the cre¬ 
ative team combined with un¬ 
spoiled locations. Pernstyn cas¬ 
tle at Brno doubled as the Hoff¬ 
man residence and for exteriors 
we went to Kost. Our Black For¬ 
est is the woods at Jevany. We 
did look at six other East Euro¬ 
pean countries but this had the 
stark, gothic, brutal feeling wc 
couldn’t find elsewhere. Part of 
the success of SNOW WHITE is 
being able to capture the Czech 
Republic feel that predates the 
Kafkaesque look. And it’s amaz¬ 
ing to think Barrandov Studios 
is where Adolf Hitler produced 
many Nazi propaganda films." 

Michael Cohn couldn’t be 
more aware of how much a 
quantum leap in his directing ca¬ 
reer SNOW WHITE IN THE 
BLACK FOREST represents. 
"A day hasn’t gone by without 
my heart skipping a few beats,” 
he said. "I was terrified by the 
daunting prospect because it was 
such a huge jump in budgetary 
responsibility and project com¬ 
plexity. I’m still pinching my¬ 
self. Filmmaking is very much a 
war of attrition and if you are 
still standing at the end of pro¬ 
duction then you’ve succeeded. 
Here we are spending Fall and 
Winter in snow-covered, freez¬ 
ing, flu-ridden Prague making a 
movie with huge amounts of ac¬ 
tion, special effects and loca¬ 
tions. It certainly hasn’t been 
easy but it has been a rather de¬ 
mented pleasure.” 

Monica Ke«na as Lilli, free from 
Claudia's overbearing presence in 

the forest, but no wide-eyed Innocent. 

MAKEUP & EFFECTS 
The visual tricks hehind-the -scenes, 
plus Linda Devetta on prosthetics. 

By Alan Jones 
Ernie Farino supervised 

the visual effects work on 
SNOW WHITE for Fantasy 
II Film Effects, Inc., and 
was on the set in Czechoslo¬ 
vakia to insure that back¬ 
ground plates were filmed 
correctly. CGI was used for 
the scene where Snow 
White, under the witch’s 
sleeping spell, is discovered 
by the Outcasts. “She’s dis¬ 
covered with a carpet of 
birds protecting her, but 
when they approach they 
take flight," he said. “That’s 
impossible to do with birds 
on a real person. So we had 
the birds perched on a blue 
mannequin in Monica 
Keena’s shape and shot the 
whole sequence against a 
blue screen surrounded by 
netting so they couldn’t es¬ 
cape.” 

Blue screen was going to be 
used for Snow White’s car¬ 
riage ride at the beginning, but 
Farina devised a better idea. 
“We had to devise another so¬ 
lution for the opening carriage 
ride ending in the crash,” he 
said. “Naturally, you have to 
see the landscape roll by as the 
characters talk in the fore¬ 
ground and, originally, this 
was going to be shot on loca¬ 
tion with a blue screen eventu¬ 
ally put behind it. But the 
wooden lattice work on the 
carriage window grilles meant 
if the camera focused on the 
characters, the background 
would be out of focus causing 
enormous problems down the 

Sigourney Weaver In hag makeup 
designed and applied by Unda 
Devetta using Swiss Dermplast. 

line if you are doing blue 
screen mattes. Instead I had art 
director Peter Russell build a 
rotating platform and put real 
trees on it that we could move 
continuously past the window. 
It took a certain amount of ef¬ 
fort to structure, but the illu¬ 
sion was perfect. Fixing it in 
post-production would have 
been a nightmare and you 
don’t want to start off the en¬ 
tire film with a dodgy effect.” 

While computer digitals 
were used to put a moon in the 
sky with clouds passing by and 
to remove an air bag for one 
particular stunt where someone 
plunges from a high castle win¬ 
dow, the main body of Farino’s 
work has been to do with the 

evil mirror. He said, “Sigour¬ 
ney Weaver has to perform to 
her reflection and she needed 
to look at it on video play¬ 
back and then copy it exactly 
or, in one case where she’s 
transformed momentarily in¬ 
to Lilli, mimic Monica’s ac¬ 
tions so we could dissolve 
the two images together. She 
had to make sure her hands 
were matching, things like 
that. It’s nothing new but it 
has allowed us to match up 
positions for some neat rip¬ 
ple dissolves. We’ve em¬ 
ployed a vast range of tech- 
niques to achieve this but 
didn’t need any real motion- 
control hardware.” 

Digital enhancement will 
be used to give the mirror 
reflections an otherworldli¬ 
ness according to Farino. 
“We want them to have a 
more ethereal look than just 

a plain reflection like a mem¬ 
brane almost as if Claudia’s re¬ 
flection is supposed to be an 
idealized image of herself. 
Makeup and costumes helped 
there too, of course. Efforts 
were concentrated on softness 
of makeup and lighting with 
pale colors in the costumes to 
make a completely flattering 
reflection of Sigourney. With 
certain actions I had to advise 
her on what to do—laying her 
hands on the Vanity mirror as 
opposed to cupping them high¬ 
er in the frame and therefore 
crossing the matte line. It was 
my job to simplify the techni¬ 
cal demands on her so it didn't 
inhibit or interfere with her 
performance.” 

30 



the focus point of view because 
you arc seeing through it rather 
than the surface. The draw¬ 
backs are you have to have a 
completely balanced atmos¬ 
phere for it to work properly 
and you must use mature casts 
at least a week old. The dry at¬ 
mosphere in Barrandov Studios 
hasn't made it easy. Every 
makeup artist who uses this 
stuff swears they'll never use it 
again...until the next time! The 
difference between disaster and 
success is so minute. Dick 
Smith hates it!” 

Devetta worked from 
Weaver's head model made for 
ALIEN 3 and refined her hag 
design at Pinewood Studios 
during preproduction. “It com¬ 
prised a bald cap, nose, lower 
jaw, cheeks and four pieces for 
the neck,” she said. “Then we 
had long fingernails and 
gnarled fingers with age spots 
and veins put on with food dye 
rather than standard makeup. 
We did plan to use contact lens¬ 
es at one stage but we axed 
those. Sigourney was uncom¬ 
fortable enough as it was. The 
whole process took four hours 
which isn't bad considering. I 
must say Sigourney certainly 
did the hag makeup justice. 
As soon as it went on she be¬ 
came the character and was 
marvellous.” 

Devetta has worked with 
Weaver since HALF MOON 
STREET in 1986 and re¬ 
marked, “Sigourney has a won¬ 
derful face which makes a 
great canvas for someone like 
me. Her nose is small, her eyes 
are in such a fabulous setting 
that you can paint any picture 
you want and it will look fan¬ 
tastic. SNOW WHITE IN THE 
BLACK FOREST has been an 
interesting film for us both to 
do. Sigourney has never looked 
more beautiful or more ugly 
and I've had the chance to 
work on a classic fairytale 
which has always been my am¬ 
bition.” □ 

designer Nick Dudman, dis¬ 
covered on HOUSE OF THE 
SPIRITS. Dermplast was also 
used to age Sally Field in FOR¬ 
REST GUMP. Devetta, who di¬ 
vides her time exclusively be¬ 
tween Weaver and actor Jere¬ 
my irons, said, “Dermplast re¬ 
sembles cubes of gelatin all 
with different numbers. You 
mix certain numbers together 
for whatever effect you re¬ 
quire, melt the combination in 

ney and her Claudia reflection 
by shooting her real reflection 
correctly framed in the mirror, 
then locking off the camera and 
shooting the empty room. Sim¬ 
ple, clean and effective.” 

While such visual effects 
are tedious and exacting in the 
extreme for an actress to work 
on, Sigourney Weaver did en¬ 
joy one part of the prosthetic 
makeup process enormously. 
For the sequence where she 
tempts Snow White with a bite 
of a poisoned apple. Weaver 

Devetta's makeup challenge was to make Weaver look radiant In the magic 
mirror scenes, contrasted to the gruesomeness of her witch design (right). 

A duplicate of the antique 
Vanity was built by the art de¬ 
partment to Farino’s specifica¬ 
tions. “We had to have a copy of 
the facade so we could open it 
up and look through it at any 
angle,” he said. “The mirror 
was removable so a blue screen 
could be easily substituted and 
there were no draws built into 
our cabinet just in case they 
blocked out part of it. We con¬ 
ceived numerous split screens 
to vary the look of both Sigour- 

had to look completely un¬ 
recognizable as an old hag. 
Noted Weaver, “I didn’t 
want to play this predictable 
wicked witch creature forc¬ 
ing a rosy apple on Lilli. So 
we concocted this person 
from ‘The Canterbury 
Tales;' hunched over, slight¬ 
ly drunk, with big ears, hor¬ 
rendous teeth and a Breugel 
face. This was my most fa¬ 
vorite part of the film because 
it was such an amazing trans¬ 

formation. I look like some¬ 
one from another world yet 
so familiar at the same time. 
It's truly magical.” 

For this transforma¬ 
tion, Weaver’s long-time 
personal makeup artist, 
Linda Devetta, used t h e 
Swiss product Dermplast, 
which she, and prosthetic 

a microwave, put it in a nega¬ 
tive cast, then set it in the 
freezer. Number 1 is used to 
glue it to the actor’s face." 

“The benefits of Dermplast, 
as opposed to latex rubber 
which I loathe, is that it's non- 
toxic, it stays on through the 
warmth of the skin and the 
camera loves it because it’s 
slightly translucent. Our direc¬ 
tor of photography on SNOW 
WHITE, Mike Southon, says 
it's actually hard to light from 

Weaver on the set In Prague, Czechoslovakia with director Michael Cohn. 
Lett: Fantasy ll's CGI carpet ot birds cover Lilli when found in the forest. 

a Sigourney’s face makes a great 
canvas for someone like me,” 
said Linda Devetta, makeup 

artist. “She’s never looked more 
beautiful or more ugly.” 



Best-selling comic book 
hero from Hell debuts. 

By James Van Hise 
How would SPAWN'S director, Mark 

Dippe, describe his film to someone who 
had never read the comic book that it's 
based on? He thought a moment and 
then replied, “He’s a dead guy that 
comes back to kick ass. As [comic book 
creator] Todd [McFarlane] says, ‘Spawn 
makes Batman look like a pussy.' It 
works at a lot of levels. It’s the basic sto¬ 
ry about a guy who gets involved with 
things and he doesn’t realize how dark 
they are. He’s murdered, and as a conse¬ 
quence his soul goes to this land and he's 
given a chance to come back to be with 
the woman he loves. But when he comes 
back he finds that everything has passed 
him by and he’s screwed, the classic 
double paradox. It’s the story of how he 
redeems himself in the face of all the 

horrors that he’s become involved with. 
That’s the basic story of Spawn. Spawn, 
bom of love, twisted by hate. It’s got this 
element that his motivation is his heart, 
but the realities he faces are very cruel. 
He’s a man damned to Hell who, in the 
end, will do the right thing regardless of 
the fact that there’s no redemption for 
his soul. There’s no chance.” The film, 
ILM effects expert Dippe’s directing de¬ 
but, opened nationwide August 8. 

Producer Clint Goldman sees SPAWN 
as an outgrowth of the special effects 
event movie, a genre he feels sprang 
from James Cameron's THE ABYSS, a 
film he worked on at ILM with Dippe. 
Noted Goldman, "That was the break¬ 
through, the thing that said, ‘Hey, if we 
can do this, we can sell movie tickets,’ 
and so that's really what got it going. 
Then Jim Cameron did it again with the 

Mlctia»l Jai White as Spawn in a latex suit by the KNB Efx Group (right). Falling from the celling, 
ILM’s CGI Spawn confront* Martin Sheen at the Embassy, pushing the effects envelope. 



DIRECTOR MARK DIPPE 

MHis creator Todd McFariane says, ‘Spawn 
makes Batman look like a pussy.’ It’s 

the basic story of a guy involved with things 
and he doesn’t realize how dark they are.” 

T-IOOO and Steven Spielberg 
did it with JURASSIC PARK. 
Now it’s just a zoo. It’s gone 
from just a handful of people 
working in digital filmmaking 
until it’s everywhere now," 

Dippe and fellow 1LM ef¬ 
fects hotshots Goldman and 
Steven “Spaz" Williams, the 
film’s effects supervisorwho 
worked together on films like 
THE ABYSS, JURASSIC 
PARK and TERMINATOR 2, 
were looking for a project to 
launch themselves as filmmak¬ 
ers when they met Spawn comic 
book creator Todd McFariane, 
who suggested they make 
SPAWN their debut. "We 
worked together developing a 
story and Todd liked what I put 
together,” said Dippe. “I took it 
over to New Line and it took a 
little bit of time for that to be 
settled, and then I began work¬ 
ing with Alan McElroy writing 
the screenplay, and that took a 
year or so.” Following the 
script’s grcenlight at New Line 
were months of pre-production 
and the creation of conceptual 

designs before SPAWN was 
given the final go-ahead in the 
Spring of 1996. 

Recalled McFariane, "Mark 
and Clint were around when we 
were doing the original pitches 
to the big studios, more as spe¬ 
cial effects guys just to show 
what they’re able to accom¬ 
plish. But as time went by and I 
got to know them a little bit bet¬ 
ter, then we just became more 
hell-bent on doing this as a team 
effort. I wanted to see if I could¬ 
n’t expand my character, and 
Clint and Mark wanted to ex¬ 
pand their careers, and so essen¬ 
tially we just tied it all together. 
My contract is tied to them. You 
don’t get SPAWN unless Mark, 
Spaz and Clint are connected to 
this. And if worse comes to 
worse, at least they get their 
money even if you decide to 
boot them. The reason for that 
for me was that I felt confident 
that I could turn my back on 
those guys and I wouldn't feel 
that the integrity of the charac¬ 
ter was being manipulated for 
some other agenda. Those guys 

Malebolgia, the demon who returns murdered agent At Simmons to Earth as 
Spawn to exact revenge, in a CGI Hell devised by Santa Barbara Studios. 

I 
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TODD 
MCFARLANE 

Spawn’s creator sticks 
to his guns at deal time. 

By James Van Hise where they either go thumbs up 
or thumbs down. They either 
start bidding on it or they go, 
*no, we pass/ Two or three of 
them came in with 
bids, but the one that 
obviously was the 
most serious was Co¬ 
lumbia.’* 

But Columbia in¬ 
sisted on buying all 
rights to Spawn, not 
just the movie rights; 
McFarlane wouldn’t 
have even retained the 
rights to continue do¬ 
ing the comic book. 

“That was realty the thing 
that broke it down at Colum¬ 
bia,” McFarlane admitted. 
“They wanted all the ancillary 
rights in perpetuity and all this 
crap. 1 come from a different 
world; in some respects, in the 
comic book industry. I’m one of 
the kings. So 1 probably had a 
certain amount of arrogance 
with me, and I said ‘no—I’m 
just giving you a license to put 
it on the sixty-foot screen. 
That’s it. You don’t get anything 
else.’ It’s just silly. When I go 
make a t-shirt deal they don’t 
want part of the videogame 
rights. If they had gotten me 
five or ten years earlier when 1 
was a starving artist it might 
have been different, but it was¬ 
n’t important enough for me to 
basically bend over and take it. 

“Because Sony owns Tri-Star 
and Columbia, one of the things 
they got hooked up on was the 
videogame rights. It got bogged 
down with stupid stuff. Then I 
ended up later going back to 
Sony’s videogame division after 
the Columbia deal broke down 

Todd McFarlane's Spawn, haunting the film's architecture like a 
McFarlane gargoyle come to life—definitely the darker side of superheroes. 

and their videogame company 
gave me twice as much just for 
the videogame as Columbia 
wanted to give me for all rights 
combined forever! So I just dou¬ 
bled that number with one item. 

“I’m not a money guy, it’s 
just the principle of the fuckin' 
thing. So don’t tell me lies that 
you can’t give me stuff when 
your company—that was only 
going to be a fraction of this 
deal—gave me more than dou¬ 
ble the whole deal combined. 
They just assume that because 
they’re going to spend their 40 
million bucks that they own you 
lock, stock and barrel. It wasn’t 
important enough to me to play 
that game.” 

After the deal with Columbia 
fell apart, McFarlane met with 
Mike DeLuca, the head of New 
Line Cinema. “He’s a comic 
book fan anyway and that was 
at the time that Turner had just 
purchased New Line, so I knew 
that their budgets were going to 
go bigger. You try to get as big a 
budget as you can but I knew 
that with Turner coming in that 
he wasn’t going to try and play 

the small game—he was going 
to start to infuse some cash in 
there, which he’s done. Their 
budgets have gone way up from 
four or five years ago. So we 
struck the deal with Mike 
DeLuca and finally got through 
all the hard points in the con¬ 
tract and we started writing a 
script. 1 met with New Line in 
early ’93 and probably signed it 
either late ’93 or early ’94, so 
from signing away the option to 
the movie is less than three 
years.” 

Although McFarlane was 
free to visit the set as often as he 
wanted, he only turned up once 
every couple of weeks because 
he was busy working on the 
HBO SPAWN animated series 
[see sidebar page 50]. In de¬ 
scribing the animated series, 
McFarlane stated, “It’s SPAWN 
with even more of an edge. The 
movie is PG-13. The comic 
book I’d say is PG-13, but the 
animation is ‘R.’ 

“So for those that think that 
the comic book and the movie 
have gone too far—don’t turn 
on this show.” 

Hollywood showed an inter¬ 
est in Spawn almost from its in¬ 
ception in 1992. A group of dis¬ 
gruntled Marvel Comics artists 
led by Todd McFarlane, split 
from Marvel to form Image 
Comics. Spawn, their first 
effort, became the comics in¬ 
dustry’s top seller and remains 
so today. “[Movie offers] came 
out of the woodwork right 
when Spawn first came out,” 
said McFarlane, the comic’s 
creator. “From there we got 
down to some serious pitches 
with all of the studios. I re¬ 
member that one day we were 
actually at five of the studios, 
with the presidents, giving 
them the pitch. That’s the point 

The best-selling comic, which had 
the major Hollywood studios lining 
up to make a deal with McFarlane. 
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MARK OIPPE 

“I got involved in filmmaking by seeking out 
projects in which I could create things that 
hadn’t been seen before. That’s the reason 

I was drawn to SPAWN—it stood out.” 

Above: Spawn attacks with a CGI punch courtesy of ILM. 
Right: Nicol Williamson as Cogllostro, Spawn's mysterious mentor. 

wanted to do as good of an ef¬ 
fort as possible and didn't see it 
as one of 20 properties they 
were working on. They’ve been 
my eyes and cars during this 
whole process so I can turn my 
back on this and don’t have to 
be there every waking moment 
and I can feel that things are 
moving along in a direction 
that’s satisfying to me.” 

And yet, even though 
SPAWN is the first film that the 
group has worked together on 
as a team in these capacities, 
McFarlane felt that it is precise¬ 
ly because this is their first joint 
effort that they would put that 
much more into it to prove that 
they’re ready to advance to the 
next level of filmmaking. “In 
terms of actual expertise per se 
they’d never produced or direct¬ 
ed," noted McFarlane. “So it 
was more of I knew that these 
guys wanted to make a career 
and this was going to be their 
big moment and they would be 
pouring their heart and soul into 
this. That Spaz would be in 
charge of the special effects and 
some of the production values, 
and this is their time to shine. In 
the talks I had with them I could 
see that they got what this was 
going to be and the mood that 
they were going to get and so on 
some levels it was just as im¬ 
portant, if not more important, 
to them. They had as much to 
gain or lose as I did. 

“But again, they’ve worked 
second unit and done special ef¬ 
fects on some big movies, so 
it’s not like they were complete 
novices coming in here. It was 
just their time to shine and hog 
a bit of the credit if it worked 
instead of being down at the 
bottom of the credits.” 

While many properties arc 
sold to movies, it is rare that the 
original creator of that property 
contributes to the filmmaking 
process. Filmmakers often tend 
to feel that outsiders can only 
interfere. But Dippc respected 
McFarlane's creative achieve¬ 
ments and welcomed his input 
all along the line, from script 
development to character de¬ 
sign. 

“Todd and I talked about it 
all the time,” said Dippc. “I 
would send him everything and 
ask for comments. Throughout 
the entire process I wanted to 
make sure that Todd saw what 
was going on and that it met 

with his approval. Todd’s very 
open-minded. He loved the 
ideas that I had and I think what 
he's interested in is making a 
good film, making sure that the 
essence of Spawn and his world 
is retained. But he also under¬ 
stands the differences between 
the various mediums, whether it 
be a comic book or movie or 
television. So he was very open 
to trying things. He’s a good 
friend and I had a great time 
working with him.” 

Ian Mclilroy wrote 
the first draft and 
developed it with 
McFarlane of his 
involvement, 

“The process has always been 
that any time I want to give any 
input or make any suggestions 
for changes both Mark [Dippc] 
and Clint [Goldman] have al¬ 
ways had an open door. They 
don’t implement everything 1 
say because that would be a lit¬ 
tle too one-sided. But for the 
most part, if I’ve got a reason 
behind something or I feel pret¬ 
ty strongly about it and I push 
hard enough, then they’re okay 
with it.” 

In adapting SPAWN for the 
screen, it was decided to tell a 

more linear story. To do this 
they took elements which 
weren’t revealed in the comic 
book for many months and re¬ 
assembled them in the order in 
which they actually occurred, 
thereby creating a more 
straightforward back story for 
the character, and essentially 
making the film the talc of 
Spawn's origin and redemption. 

“The comic book starts with 
him being Spawn and then you 
start to catch up," explained 
McFarlane. “The studio thought 
it would be better to not get too 
fancy in terms of the story¬ 
telling. So we tweaked that and 
rewrote that and fixed it up for 
what seemed like a long while. 
But probably my impatience is 
based on the fact that I’ve never 
really dealt in that world. What 
seems like a long time to me, a 
lot of people have said, ‘God, 
that went pretty quick!’ So 
they’re kind of amazed that 
from the time I actually signed a 
contract to the time we actually 
put the movie in the can that it’s 
actually a short period com¬ 
pared to a lot of other movies, 
so I guess I shouldn’t bellyache 
too much.” 

Dippe and McFarlane met 
regularly during pre-produc¬ 

tion, such as when effects proto¬ 
types were being sculpted at 
KNB, and when the wardrobe 
was being designed. McFarlane 
remained very much in touch 
with the filmmakers during pro¬ 
duction, visiting the set every 
other week and being sent tapes 
of what had been shot on a reg¬ 
ular basis. McFarlane also ap¬ 
proved all production designs 
on the film. 

Noted Goldman, “We ran 
every casting idea by him and 
he looked at every version of 
the script, especially towards 
the end when we were getting 

ready for shooting and going 
over the final dialogue and the 
final decisions. He brought his 
little daughter out one day and 
she’s in the birthday party 
scene. He’s really excited that 
the movie got to be made his 
way [and notj through one of 
the major studios." 

Goldman stressed the impor¬ 
tance of McFarlanc’s input. 
“He’s part of our team,” said the 
producer. “I don’t think of Todd 
any differently than any other 
guy who's involved with help¬ 
ing us make the movie. He’s re¬ 
ally quite brilliant and has had 
many ideas that really helped 
make the movie a lot better. It’s 
the little things sometimes that 
have really helped improve the 
quality of the movie we’re mak- 
ing. 

McFarlane had confidence in 
the SPAWN team he assembled. 
“The actual making of the show 
is a slow, tedious process,” said 
McFarlane. “It’s not all that ex¬ 
citing to sit there and watch 
them movie lighting around and 
spend two and three hours 
putting on makeup. I was more 
concerned whether the script is 
where I want it. Are the cos¬ 
tumes like I want? Have we 
talked about the mood of the 
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ILM’s T2 effects wizard expands his vision. 

By James Van Hise 

SPAWN is Mark Dippe’s di¬ 
recting debut. He worked previ¬ 
ously as a visual effects super¬ 
visor for Lucasfilm’s Industrial 
Light & Magic on such movies 
as THE ABYSS, TERMINA¬ 
TOR 2, THE FLINTSTONES, 
JURASSIC PARK and CON¬ 
GO. “I worked on a lot of 
movies for 1LM for many years. 
I created computer animated 
characters for the films and then 
became a video effects direc¬ 
tor,” said Dippe. “But my spe¬ 
cialty, and the reason I was at¬ 
tracted to make films, was to 

Former ILM effects ace Dlpp6 makes his feature directing debut In 
SPAWN, after supervising effects on films such as THE ABYSS (left). 

create characters and images 
you’d never seen before. That's 
the reason I was drawn to 
SPAWN. When I saw the style 
of Todd McFarlane, it very 
much stood out. 

“That’s kind of how I got in¬ 
volved in my career in filmmak¬ 
ing. 1 began seeking out pro¬ 
jects in which I could create 
things that hadn’t been seen be¬ 
fore, like the water snake in 
THE ABYSS. I was there at the 
right time. It was a coincidence 
that I made these choices and 
sure enough THE ABYSS came 
up and I got to do this great 
thing and peopl’e were really 
amazed by it. 1 did a few other 
films in-between like RED OC¬ 
TOBER, and then TERMINA¬ 

TOR 2 came along and I 
made the liquid metal man. 
Steve Williams [SPAWN’S 
visual effects supervisor] 
and myself are the primary 
designers of all that stuff. I 
did several other movies 
after that, and then came 
JURASSIC PARK.” 

On JURASSIC PARK 
Dippe was the co-visual ef¬ 

fects supervisor with Dennis 
Muren and worked with him on 
the design of the dinosaur se¬ 
quences. He worked on the jeep 
chase with the T-Rex and col¬ 
laborated with Williams on cre¬ 
ating the original T-Rex for 
JURASSIC PARK that sold 
Spielberg on CGI’s capabilities. 

“I don’t know if you know 
the JURASSIC PARK story, but 
originally they weren’t going to 
use computer animation. They 
were going to use stop-motion 
and full-scale animatronics. But 
Steve and I said that’s a waste 
of money so we put together a 
CG dinosaur just out of bones 
and everyone was impressed by 
that. Then we got a little crew 
together and made a dinosaur 

with skin and Steven Spielberg 
said, ‘Of course! It’s obvious! 
What the hell are you telling me 
not to use that CG for?* And 
that became a very big project 
as a consequence. But they ac¬ 
tually built a number of full- 
scale animatronic creatures that 
ultimately were hardly used in 
the film. It was an interesting 
experience and it was pretty 
bold because most of what we'd 
done up to that point was very 
abstract. There were no rules. 
When you’re making a liquid 
metal man there’s no one to say 
what it should look like. But 
when you’re making a dinosaur, 
even though you don’t know 
what it looked like, there’s the 
corollary of an animal. So it 
was bold of us to say that we 
could do it, and it was hard. But 
it all worked out in the end.” 

But the desire to create films 
rather than parts of films burned 
strong in Dippe. This led to di¬ 
recting commercials for ILM 
and a music video for Herbie 
Hancock. Eventually his pas¬ 
sion to direct led to SPAWN. 

“I think I met [comic book 

creator] Todd [McFarlane] 
around issue 3 or 4,” Dippe re¬ 
called. “Todd was interested in 
making a feature film from his 
character. We had been in¬ 
volved with doing a lot of com¬ 
puter animated characters and 
he heard about our work. We 
were introduced and hit it off, 
and that’s how it began.” 

Dippe’s effects background 
came in handy for the on-set 
shooting which involved me¬ 
chanical effects, such as the ani¬ 
matronic puppets built for cer¬ 
tain scenes involving the ap¬ 
pearance of Spawn’s nemesis 
The Violator. “It’s a very com¬ 
plicated physical process,” said 
Dippe of working with the ani¬ 
matronic Violator puppets. “We 
worked with this kind of stuff 
quite a bit before and there’s on¬ 
ly so much you can do with it. 
You can’t expect too much out 
of it, so for the kinds of things 
we’re doing it’s very successful, 
meaning short bursts of move¬ 
ment. We’re not talking about 
really long shots or walking 
across the room. You had to use 
it in those very specific ways. 
Like anything else I wish things 
could have gone faster because 
it’s difficult working with 
something that weighs a thou¬ 
sand pounds and takes six peo¬ 
ple to work. It’s hard to move it. 
It’s hard to put in position. It’s 
hard to change things once you 
start going. I love these types of 
films, but actually the process 
of making them is a hard and 
painful one. The fun part was 
putting the slime in the mouth 
of the Violator. It’s all gooey 
and smelly and nasty and horri¬ 
ble, as it should be,” Dippe 
laughed at the thought. 

Once the principal photogra¬ 
phy was completed in Novem¬ 
ber, the full time editing work 
on SPAWN began, and this was 
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“I love these types of films, but actually 
the process of making them is a hard and 
painful one. The fun part was putting the 

slime in the mouth of the Violator.” 

Michael Jal White as Spawn, in KNB's sinister-looking latex fighting suit. 
Dippd sees the film in terms of a Hollywood event and effects picture. 

handled between Dippe and 
film editor Michael Knue. ‘it’s 
a calmer process,” noted Dippe 
of the editing. “It’s a lot of fun. 
It’s great to be able to sit back 
and look at a movie come to¬ 
gether. When you’re shooting 
you can really only see those 
pieces that you’re doing and 
there’s always difficulties. One 
thing that’s fun about the pro¬ 
duction process is that a lot of 
times things are greater than 
you expected and new things 
happen that are wonderful. But 
editing is where the movie 
comes together and becomes 
the film and that’s a very excit¬ 
ing process. That’s another lay¬ 
er at which you can work cre¬ 
atively together. 

“Another big part of this film 
of course is all the visual effects 
that are involved. A big part of 
this film is visual effects, as I’m 
sure everyone expects, and 
we’re seeing all these creatures 
and characters come to life in 
ways that you can’t do in real 
life. You can’t have Spawn do¬ 
ing these amazing things, and 
you can’t have Violator beating 
the crap out of somebody in real 

life. So it requires these post- 
production processes.” 

Dippe noted that he support¬ 
ed the decision to make the film 
version of SPAWN suitable for 
a PG-13 audience. “The inter¬ 
esting thing about Spawn," the 
director observed, “is that I of¬ 
ten wonder...a large percentage 
of the readers are older, but with 
the toy line, which is a very 
popular toy line, there are a lot 
of younger people now who are 
exposed to the character. It’s in¬ 
teresting to me because people 
that know the book are typically 
older people like myself, and 
then I meet little kids who love 
the toys but don’t really know 
the book. It’s an interesting co¬ 
nundrum, but that’s just the re¬ 
ality of people who are into 
Spawn. I think the world of 
people who know it now is 
much larger, but still most peo¬ 
ple don’t know about Spawn. 
It’s not nearly as well-known 
and understood as older comic 
books like Superman. But for a 
brand new book it’s unbeliev¬ 
able how popular it is. It’s 
amazing that Todd has created 
such a popular character.” □ 

story? Are the characters where 
they’re supposed to be? Have 
we talked about camera angles, 
storyboards and all the other 
things? Well, all the pieces are 
there—I don’t need to stand 
here and watch them put it to¬ 
gether. And given that part of 
my job is to keep spreading the 
gospel of SPAWN, too, if I was 
out on the movie set getting my 
ego stroked then I’d be doing a 
disservice to the characters and 
to those people who are work¬ 
ing hard on the movie set.” 

Dippe realized that some as¬ 
pects of Spawn needed to be 
changed to turn it into a feature 
film. The structure of story¬ 
telling in motion pictures alone 
necessitated some alterations in 
the way SPAWN was presented. 
“It’s a film. It’s not the comic 
book," said Dippe. “There are 
differences. That’s just the reali¬ 
ty of making a film, and there 
are some things we took from 
the character that work. But I 
always wanted to stay true to 
the character. There’s no doubt 
about it. I love the character. I 
think it’s one of the more dy¬ 
namic and brtjliant characters in 
comic books, period. I wanted 
to maintain Todd's concept and 
creation from the beginning. 
But there are also things in the 
film that the Spawn neophyte 
will not appreciate whereas the 
Spawn fan will. The world of 
Spawn is a very complicated 
and large one. You can’t really 
include it all. You can make a 
movie based on two issues 
whereas the world of Spawn has 
branched out into all these sub- 
stories and ideas.” 

Because Spawn is such a 
high profile comic book, people 
who ordinarily don't follow the 
comic book realm that closely 
had still heard of SPAWN and 
were intrigued with being in¬ 
volved in the production. 

“We had a good story and a 
lot of interesting designs that at¬ 
tracted people,” said Dippe. 
“Some of the actors had kids 

who were fans, Martin Sheen in 
particular. I think that people 
arc attracted to the story itself 
and what the film is about. The 
storyline works at a lot of lev¬ 
els. In some sense it’s a very 
classic story about man’s strug¬ 
gle with himself. Life is cruel. 
We don’t always make the right 
choice, and because we don’t 
necessarily commit ourselves to 
good and we sort of wade in the 
evil that exists in the world we 
can be dragged down into it. 
There are lots of these ideas in 
the book and so in the script 
those ideas come through. It’s 
an interesting story with inter¬ 
esting characters. I think that 
the opportunity to play Spawn 
and Clown were obviously very 
attractive to actors because they 
are very different but very pow¬ 
erful characters. There’s a lot of 
room there in terms of the range 
of the characters. That’s basical¬ 
ly what attracted them. The sto¬ 
ry. The script. The possibilities. 
It’s a very unusual world and 
people believed in the picture.” 

But casting the right actors 

Miko Hughes (PET SEMATARY) stars 
as Zack Webb, Spawn's friend* 

targeting a younger PG-13 audience. 



was just the beginning because 
Michael Jai White as Spawn, 
and John Leguizamo as Clown, 
really had their work cut out for 
them because of the complicat¬ 
ed prosthetics these actors had 
to work under. 

“It was deadly," Dippe ad¬ 
mitted. “Both John and Michael 
Jai wore full body prosthetics 
12 hours a day. and it takes two- 
and-a-half hours to put it on so 
they've got to be there at four or 
five a.m. It's extremely physi¬ 
cally demanding. People don't 
realize, it's like running a 
marathon. You sweat ten gal¬ 
lons a day and you go home and 
you're exhausted. You go to 
sleep, you rest, you wake up 
and your muscles ache. So the 
actors have to put an extraordi¬ 
nary amount of energy and 
heart into it to keep the charac¬ 
ters alive.” 

Although both the characters 
of Spawn and Clown had to be 
created with elaborate prosthet¬ 
ic work, John Leguizamo also 
had to contort his body in order 
to make Clown appear to be 
shorter than the actor actually 
is. “John was amazing,” Dippe 
insisted with great admiration. 
“He had to wear this gigantic 
suit. He’s actually 5'8”. He had 
to be five feet tall whenever we 
were shooting and he physically 
had to deal with that. There *d be 
times he’d be doing long takes 
and he'd be walking around in 
this hunched over way with this 

John Leguizamo as Clown, the manic 
comic presence energizing the action. 
The S’B* actor worked at appearing 5'. 

MICHAEL JAI WHITE, 
SUPER ACTOR 

Physical and mental fitness 
was essential to play Spawn. 

By James Van Hise 

Cast in the lead role of 
SPAWN himself is Michael 
Jai White (who recently ap¬ 
peared in the lead role of 
TYSON on HBO). Although 
seen early in the film as his 
human character, A1 Sim¬ 
mons, after he is killed, sent 
to Hell and returned to Earth 
as Spawn, White is forever 
in costume and makeup. 

White, a trained martial 
artist, also found it necessary 
to do a lot of the physical ac¬ 
tion himself because the way 
he moves is very recogniz¬ 
able and would be difficult 
for a stuntman to imitate. 
“What I tried to do is create a 
movement style for the char¬ 
acter,” he said. “I didn’t want 
to move like a man in a suit. 
Because of my years in the 
martial arts, it became difficult 
for stuntmen to imitate the same 
thing. They would try to have a 
stunt man do some of the move¬ 
ment and call me back in to ac¬ 
tually perform it myself because 
you can see a difference.” 

But what White really en¬ 
joyed was working with fellow 
performers like Martin Sheen 
and John Leguizamo. “It was 
great,” he said. "Martin Sheen 
has had such an impact on me. 
He’s a great guy and a great ac¬ 
tor. He’s been an inspiration. I 
didn't know he was as funny as 
he is. The guy’s hilarious. He 
can go into impressions and he 
almost turns into Robin 
Williams in the blink of an eye. 
He makes transitions from one 
character to another and he real¬ 
ly approaches his job with the 
enthusiasm of a beginner. Like 

White as agent At Simmons, before he Is 
killed and sent to Hell to become Spawn. 

he’s as fresh as his first job. It’s 
hard to believe that this guy has 
been around and has done the 
work that he has with such a 
positive attitude—not jaded at 
all. He’s just so alive! It’s a 
pleasure working with that guy. 

“I remember Martin Sheen 
came up with a really funny 
line, and I wish they’d used it in 
the flim. I’m working with a 
group called the A-6 and we're 
like Black Ops people, assas¬ 
sins. There’s this scene between 
martin Sheen and me where I 
announce that I’m quitting and 
Martin Sheen came up with a 
retort. He says, ‘You can’t quit 
us, Al. We’re not the United 
States Post Office, although 
we’re getting there.’ I thought 
that was hilarious. I argued to 
keep that line in the scene, but I 
guess it’s not fair to the Post Of¬ 

fice. They’ve got enough 
flak from all those occur¬ 
rences.” 

White also praised Legui¬ 
zamo for his spontaneity and 
creativity. “Working off of 
him was really gratifying,” 
said White. “John had this 
costume that made him look 
like he’s 350 pounds. In fact 
his prosthetic makeup took 
longer than mine. It was kind 
of rough on him because he 
would break out. His skin 
wasn’t holding up after a 
while and it made me count 
my blessings. 1 had mild skin 
irritations, but when I saw 
John, John looked like a con¬ 
stellation sometimes.” 

Besides his human co- 
stars, White also had to act 
opposite the animatronic 
puppets built to represent 
The Violator for specific 

scenes filmed on set which 
would later be amplified with 
computer-generated imaging. 
But White liked the unusual 
challenge of acting opposite an 
inanimate object. 

“It was a lot of fun," he in¬ 
sisted. “I really enjoyed doing 
the pantomime with a mechani¬ 
cal creature. I love all that type 
of physical acting, so I really 
got a kick out of it. I was fasci¬ 
nated by all the inner workings 
of the creature.” 

In order to become Spawn, 
White had to go through the 
sometimes grueling process 
necessary to construct a cos¬ 
tume which fits perfectly. That 
meant sitting still so that the 
guys from KNB could make a 
full body cast of him. “They 
cast my feet separately and then 
my legs so that even the wet suit 
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“There was one day I thought I was losing 
my mind. What started working on me was 
the desire to be free and feel the air on my 

own flesh. I worked on meditation.” 

White In full prosthetics by KNB Efx has Violator breathing down his neck. The 
actor's real challenge was to overcome the claustrophobia created by the suit. 

that I wear underneath the cos¬ 
tume is tailored to fit my form. 
They also took head casts—the 
entire body." 

Because such costumes are 
constructed to be so perfectly 
form fitting, this can lead to the 
inevitable shrinkage problems, 
as was rumored to be the case 
with Alicia Silverstone in BAT¬ 
MAN & ROBIN earlier this 
summer. As White explained, in 
his case this wasn’t the problem 
it might have been. "They make 
it shrink a little, but I have an 
extensive knowledge of nutri¬ 
tion, weight control and exer¬ 
cise and what I would do is if it 
were tight I could manipulate 
my water and my sodium intake 
to shed three pounds within a 
day or so, and the fact that I’m 

sweating so much, it was more 
of an effort to stay the same size 
to fill the costume out. 

Although actors who wear 
these kinds of full body cos¬ 
tumes often employ cool suits 
to prevent them from overheat¬ 
ing, Michael Jai White decided 
that in his case it would be bet¬ 
ter if he didn’t go that route. 
"The cool suits have pluses and 
minuses with them. For the ma¬ 
jority of the filming time I 
would not wear them. The cool 
suit is just around the chest and 
back area. It’s like a vest. It’s 
not covering your whole body, 
and the abrupt temperature 
change made it a bit irritating 
and made me worry. Being an 
athlete I know that you should 
cool down slowly, so I resisted 

using the cool suit because my 
mind is on completing the pro¬ 
ject healthy. I knew that if I had 
to do a scene and I was sick that 
it would plague me for the rest 
of my life because I would al¬ 
ways wish that I could have 
done it over. 

"So what I found myself do¬ 
ing throughout the whole pic¬ 
ture is that even at times when I 
was energetic earlier in the day, 
I would purposely relax and 
stay in a calm state, almost like 
an hypnotic state just to pre¬ 
serve my energy for the sake of 
the film. Every minute that I’m 
sweating I could deplete my en¬ 
ergy and I knew that if I didn't 
have that reserve for the later 
hours that my performance 
would suffer. I’m very tough on 
myself and I’m hell to pay. 

"It was kind of a Catch-22. 
In one way I’d want to free my 
mind and act like everything's 
fine and go about my day nor¬ 
mally so that I would overcome 
the claustrophobia of the pros¬ 
thetics. But on the other hand, if 
I did that I could possibly de¬ 
plete my system. So I had to 
struggle to just stay sedentary 
between takes. There were a 
few days where I just made it, 
because I’d be sweating 
throughout the day and then I 
might have to run across a beam 
70 feet in the air, and I never 
knew when I might wind up 
having to do a scene like that.” 

The panic of claustrophobia 
hit White only once. "There was 
one day I thought that I was los- 
ing my mind. What started 
working on me was the desire to 
be free and to feel the air on my 
own flesh. When I’m in full 
Spawn costume, the only part of 
my body that’s exposed are my 
eyelashes because I’m wearing 
contacts that cover my entire 
eye. So it became a mental ex¬ 
ercise, and I tend to try to turn 
any type of adversity into a pos¬ 
itive. What I would then do is 
work on meditation and it 
would take my mind out of the 

situation so that I would be able 
to concentrate in later scenes in 
the tenth, eleventh and twelfth 
hours. 

“I was always active no mat¬ 
ter what I was doing because if 
I’m just sitting around, sweat is 
pouring out of me. Even in 
hours of waiting I’ve got glue 
and prosthetics stuck on me. 
But after awhile you get a little 
more used to it and eventually I 
did. It was kind of unique in 
that with the prosthetic makeup 
I still had to emote. Usually 
with prosthetics if you’re a 
monster you’re a monster, but 
the anger is only a portion of 
this character. The producers 
and director along with myself 
knew that it was going to be a 
bit of a first, that we’d be break¬ 
ing ground with some new ex¬ 
periences because I didn’t know 
how my health would hold up 
with irritations and what have 
you. But really, it came off 
without a hitch.” 

Spawn attacks! White's martial arts 
skill made him adept at action scenes. 

Makeup Hell: White undergoes the arduous prosthetics application of 
his bum makeup which Is concealed by Spawn's face mask. 
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COMPUTER GRAPHICS 
EFFECTS BY ILM 

Chris Kubsch and Steven Williams 
on visualizing a comic book world. 

Steven “Spaz” Williams, the turn's visual effects supervisor, worked on such 
groundbreaking effects efforts as THE ABYSS and JURASSIC PARK, 

weird makeup and suit covering 
him up and he’d have to do 
something that’s very physical, 
like walking up stairs, doing 
this brutal comic routine and he 
would just fall down at the end 
because he’d be too tired, so 
we’d say, ‘Cut.* 

“It was really brutal and 
Michael Jai had similar prob¬ 
lems. They both knew what 
they were getting into but it’s 
like you just do it for a day and 
you realize it’s tough. We had 
all the latest technology so if 
they got too hot they could be 
hooked up to a cooling system. 
But that only does so much. It’s 
just uncomfortable. Just imag¬ 
ine that you’re inside a plastic 
baggie and your sweat stays in 
there or it gets all gooey and 
damp and whether it’s hot or 
cold it’s uncomfortable.” 

SPAWN had a 60-day shoot¬ 
ing schedule which lasted from 
August through November in 
and around Los Angeles. They 
knew the schedule would be 
long right from the start because 
they’d be shooting people in 
prosthetic makeup, animatronic 
puppets, claustrophobic sets 
and the kind of physical produc¬ 
tion difficulties that required 
that kind of lime. 

“It wasn’t too much time by 
any means for this kind of pic¬ 
ture," Dippe pointed out, “but 
it’s enough time. It would have 

Spawn swings info action 
courtesy of actor Michael Jal 

White s athletic ability. 

By James Van Hise 

ILM completed 56 effects 
shots for SPAWN, ranging 
from digital enhancement of 
Spawn’s mask as it covers and 
uncovers his face, to full 3-D 
CGI renderings of both Spawn 
and his giant adversary. Viola¬ 
tor. ILM’s Chris Kubsch super¬ 
vised filming the shots on the 
set which ILM would enhance 
later, and acted as the main liai¬ 
son between ILM’s production 
unit and the first unit. Even 
while principal photography 
was underway a crew at ILM 
built computer graphics models 
and prepared for the delivery of 
the live action background 
plates being filmed. Kubsch 
was on the set to insure that the 
shots were what ILM needed to 
deliver their effects. 

As Kubsch explained, it’s a 
more complicated process now 
than it used to be. “The visual 
effects used to be more of a 
post-production effort but 
nowadays, especially like in 
this movie where we have a full 
character in 3-D animation in¬ 
teracting with actors in the live 
action environment, we need to 
be here during production to 
make sure that those so-called 
plates work out the way that 
they need to work out for 
adding the 3-D characters later 
on. There’s a live action repre¬ 
sentation of Spawn in the movie 
but in certain sequences there'll 
be a 3-D generated Spawn that 
plays in some of the action se¬ 
quences.” 

One of the Embassy scenes 
that Kubsch had to carefully su¬ 
pervise at the Natural History 

Museum involved an elaborate 
skylight which Spawn crashes 
through into the Embassy Ball¬ 
room. "There’s a beautiful mo¬ 
saic glass dome which we obvi¬ 
ously couldn’t break for this se¬ 
quence, but in the movie 
Spawn’s actually going to come 
crashing through that dome and 
land in the center of the rotunda. 
Because we could not do it prac¬ 
tically for a variety of reasons, 
that entire shot is going to be a 
computer graphics shot. We film 
the background plate [on loca¬ 
tion], the camera following the 
motion as if Spawn was there 
coming down and then later on 
we’re going to recreate the mo¬ 
saic glass dome in CG, break it 
in CG, and then have a CG 
Spawn coming through it, his 
cape unfolding right in the mid¬ 
dle of the rotunda.” 

Other computer graphic 
imaging shots include special 
functions of Spawn’s armor such 
as chains and spikes which the 

character can mentally control. 
One of the sequences filmed in 
the Embassy rotunda has chains 
come out and attach to some of 
the outside parts of the set. 
Those chains will be added with 
computer graphics to the live ac¬ 
tion Spawn filmed on location. 
Another odd CGI effect will be 
added to a fight scene which is 
filmed in the Embassy sequence 
involving Spawn and a female 
agent named Priest, played by 
Melinda Clarke. 

Kubsch described the scene, 
both as it was filmed in live ac¬ 
tion and how it will be en¬ 
hanced by ILM. “Spawn is up¬ 
stairs and Priest attacks him. 
His armor has a skull piece on 
his crotch, and in that sequence 
the skull piece is going to come 
out and bite Priest on the leg 
and pull her back. That’s obvi¬ 
ously a combination between 
live action Spawn and Priest, 
and the computer graphics 
we’re going to add with the 
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ILM'a 3-D CGI rendering of Violator, Spawn's giant nemesis, one of 56 
effects shots ILM realized. Williams (r) directs Spawn and KNB Efx on-set 

Violator for a sequence requiring ILM's CGI enhancement, right. 

skull piece coming out of his ar¬ 
mor and biting her on the leg. 
It’s a fun setup, and an unusual 

i) one. 
Another live action scene 

which ILM enhanced involved 
a chase scene with a truck in 
which Spawn is on a motorcy¬ 
cle. Noted Kubsch, “The truck's 
about to hit Spawn on the mo¬ 
torbike and because his cape 
has the ability to transform him¬ 
self and objects around him, he 
transforms the motorbike into 
something else. That will be a 
combination between live ac¬ 
tion of the actual actor on the 
bike, and then computer graph¬ 
ics of the cape transforming the 
bike and himself into an ar¬ 
mored bike which can with¬ 
stand an impact when it hits the 
truck." 

But the most ambitious CGI 
will involve the confrontations 
between Spawn and Violator. 
“That’ll be one of the most 
challenging for us in terms of 

having two computer-gen¬ 
erated characters in some 
of those shots fighting one 
another. But they’ll be in a 
live action environment in 
the set that’s being built on 
the stage. We shoot the 
background plates live ac¬ 
tion with the first unit, and 
in some of the scenes the 
live action Spawn will ac¬ 
tually be in there, but the crea¬ 
ture will be a mixture between 
practical pieces, animatronic 
pieces of the Violator, and com¬ 
puter graphics elements." 

Even though a lot of special 
effects appear on screen in 
SPAWN, Kubsch doesn’t feel 
that any of them are superfluous 
or are being done just for the 
sake of adding more CGI for its 
own sake. “Obviously, because 
the producer and the director of 
this movie come from a visual 
effects background it could also 
lead to the other end of the 
spectrum, but they are really us¬ 

STEVEN “S P A Z " WILLIAMS 

HSPAWN is unique in the sense that we 
finally get to design our own movie and do 

what we want with our characters as opposed 
to acting at the whims of another director.” 

ing computer graphics only for 
things that you cannot achieve 
in live action. [The effects are] 
fantastic kinds of effects that 
can’t happen in live action be¬ 
cause it’s impossible to rig 
something like that, such as for 
the transformation of Spawn’s 
armor. When you see those 

things in close-up you don’t 
want to have it interrupted. You 
want to have a complete shot 
without a cutaway, and that’s 
the kind of stuff that we're fo¬ 
cusing on. 

“I can’t think of a single shot 
that we're doing at ILM that 
you could do practically. So 
anything that can be practically 
done is actually practically done 
with very extensive rigs on set. 
A few weeks ago we were on 
the outside of the Fine Arts 
building in downtown L.A. 
They had a very elaborate rig of 
the stunt of Spawn driving up 

the outside of the building, 
which is very difficult to rig to 
begin with, but they did it live 
because even though it’s push¬ 
ing the limits, you can do it. 
And it’s only for the very close- 
up scenes in which you see 
spikes growing out of his hands, 
which you can’t practically do 

effectively, that we come in 
and cover that with com¬ 
puter graphics. 

“To give you another 
example, after he climbs up 
that wall. Spawn falls 
backwards and his cape 
comes out and he flies off. 
To rig that would be ex¬ 
tremely dangerous. You’d 
have to have a high fall in¬ 
volved and you would have 
to cut away and have a sep¬ 

arate shot whereas that’s a shot 
we'll be doing in CG because 
it’s safer and we can follow 
through all the way from the 
cape coming out and flying all 
in one shot. So that’s why it 
makes a lot of sense to do it that 
way.” Other CGI shots ILM is 
doing include a scene at the be¬ 
ginning of the film where hand¬ 
held missiles are fired in an air¬ 
port assassination. 

Kubsch has known the main 
filmmakers behind SPAWN 
from the time they all worked 
together at ILM. “The way we 
all met—that’s [producer] Clint 



ILM’s CGI Violator attacks Spawn In an allay, one ol the film’s most ambitious effects, 
sequences, requiring both characters to be rendered by ILM as CGI models. 

Goldman, [director] Mark 
Dippe’ and myself—I was 
up at ILM working on THE 
MASK. Steve Williams, 
who’s the visual effects su¬ 
pervisor on this film, also 
worked on it.” 

Steve “Spaz" Williams 
(his nickname is one he 
chose for himself, based on 
the character in the first 
MEATBALLS film) still 
works at ILM. He’s the ani¬ 
mation director and second 
unit director on SPAWN 
and is involved in any 
scene in the film which in¬ 
volves special effects. 
“Whenever things can’t be 
done in the real world," 
Williams stated. 

Williams originally 
came to work at ILM as a 
consultant. “I worked at a 
company called Alias Re¬ 
search from the day it was 
founded. 1 helped found 
some of that technology. 
It’s a three-dimensional an¬ 
imation system that basi¬ 
cally has been responsible 
for all of these effects 
movies that you’ve seen in 
the last nine years. I was 
brought in originally for 
two weeks to help them out 
with a problem. Then they 
asked me to stick around to 
animate the pseudopod [in 
THE ABYSS], which is 
where Mark [Dippe’] and I 
met and shared the same 
office and got into a lot of 
trouble and were suspend¬ 
ed three times from ILM. 
It’s a great place and they 
certainly have the latitude, 
but they have a lot of restric¬ 
tions. Basically when guys like 
Mark and I broke the rules we’d 
get our hands smacked. But I 
really like it here. It’s mutually 
admirable that we look for the 
next thing to do, and the next 
thing for us to do is to make our 
own movie. So it worked out. 

“Mark and I were partners 
here at ILM when we both 
joined it in *88, and we’ve been 
partners since the pseudopod 
for THE ABYSS. That was our 
first collaboration. The next 
thing we did was TERMINA¬ 
TOR 2, and then JURASSIC 
PARK. In my case.l was re¬ 
sponsible for building and ani¬ 
mating the T-Rex, so I invented 
a technology that we still fol¬ 
low here now. The dragon 

[from DRAGONHEART] was 
built the same way I built the 
Rex, and the same way I built 
the T-1000. The T-1000 actual¬ 
ly appeared in JURASSIC as 
the guy who bought it off the 
toilet seat. I just put shorts and 
new shoes on him. And after 
JURASSIC, Mark did THE 
FLINTSTONES and I did THE 
MASK.” 

While SPAWN was in pre- 
production and the script was 
being refined, Williams built 
and animated the new Jaba the 
Hutt for the STAR WARS rere¬ 
lease. “That was my little ba¬ 
by," Williams said proudly. “I 
worked directly with George 
Lucas on that. That started in 
August of ’94 and I just put Ja¬ 
ba in the can a year ago.” 

Williams is involved on 
SPAWN in areas beyond ef¬ 
fects, including the editing. He 
claimed to have shot almost half 
the movie as second unit direc¬ 
tor, including sequences that 
didn’t necessarily require ef¬ 
fects. The SPAWN production 
company shot film on three dif¬ 
ferent stages at once and direc¬ 
tor Mark Dippe was shooting as 
much as he could, as was 
Williams, who is also a DGA 
director. 

Williams referred to it as 
“wearing a couple hats, which 
is the way I like it as opposed to 
standing on high with a light 
pen and saying, ‘Do this. Do 
that.11 like to get in and do it 
myself. I filmed a lot of that 
stuff. I filmed the exploding 

truck. I set all that up. In 
some cases I had to do 
makeup shots for Mark. 
But we did very well on 
our shooting schedule and 
came in a day under.” 

Williams filmed all of 
the background plates that 
will have the Violator in 
them and when he finally 
returned to ILM he had an¬ 
other sixty shots to super¬ 
vise the completion of 
there. 

“I've designed all those 
shots with all the effects in 
them,” said Williams. 
“That’s principally what 
my position has been on 
SPAWN. Plus Mark, Clint 
and I are all partners on this 
movie so we’re all design¬ 
ing the edits and the story, 
and this has been going on 
for a few years. I’ve been 
an employee of ILM for 
nine years, but now I’m a 
client for the first time.” 

Williams credited Habib 
Zargarpour and Christophe 
Hery for supervising all the 
technical aspects at ILM. 
Dennis Turner acted as 
ILM's animation supervi¬ 
sor on SPAWN. “These 
guys are the kingpins,” said 
Williams. “I’m classified 
as the visual effects super¬ 
visor so I oversee the entire 
thing.” 

While many artists ande 
technicians are needed to 
physically create a CGI 
shot, the computer graph¬ 
ics division of ILM has a 
full-time staff of 20 at any 
given time. “But there are 

other support services that you 
purchase when you hire ILM,” 
said Williams. “Basically the 
show will probably touch a 
hundred different hands at 
ILM. It’s very time-consuming. 
But I’ve been chief animator 
here for nine years and have 
personally built and animated 
movies like TERMINATOR 2 
and JURASSIC PARK, so I’m 
familiar with the pipeline to the 
point where I can actually do 
shots myself. That’s why it 
works a little better. 

“But SPAWN is unique,” 
Williams pointed out, “in the 
sense that we finally get to de¬ 
sign our own movie and do 
what we want with our charac¬ 
ters as opposed to acting at the 
whims of another director.” □ 
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been a whole different story if 
we tried to shoot in something 
like 40 days. It would have been 
a whole different ballgame. We 
needed those 60 days.” 

SPAWN was shot at a num¬ 
ber of different studios around 
L.A., including Raleigh Stu¬ 
dios. The shoot-out at the em¬ 
bassy was filmed at the Los An¬ 
geles Museum of Natural Histo¬ 
ry. The shifting production base 
was due to the fact that so many 
productions were filming in Los 
Angeles at the same time that 
sound stage space was extreme¬ 
ly limited. Even getting crew 
members was a competitive sit¬ 
uation. 

SPAWN required the contri¬ 
butions of several different spe¬ 
cial effects houses due to the 
short post-production schedule 
of the film. In describing the 
various effects units who are 
working on SPAWN, Goldman 
noted, "Industrial Light & Mag¬ 
ic is doing about 70 visual ef¬ 
fects shots which arc for the 
most part computer-generated 
characters, either Violator or 
Spawn. Usually it’s when the 
characters are doing something 
extraordinary, like when Clown 
is transforming into Violator or 
Spawn is sprouting wings and 
flying, or when Spawn’s suit is 
transforming or his chains are 
coming out. 

“Then we're using a com¬ 
pany called Banned From the 
Ranch Entertainment—they’re 
providing all of the video dis¬ 
play work and doing some of 
the other simpler computer 
graphics in the movie. They’re 
doing some virtual reality 
heads-up displays. When there 
are energy blasts or when 
Spawn’s wounds are healing. 
That amounts to 30 or 40 
shots. 

"And then finally we have 
this Virtual Hell sequence. 
We're going to render Hell in 
the movie, which is a two- 
minute sequence that will have 
a battle between Cogliostro, Vi¬ 
olator and Spawn, and that’s be¬ 
ing done by the Santa Barbara 
Studios, which is a very signifi¬ 
cant part. Spawn goes to Hell 
twice, once in the beginning of 
the movie and once with this 
two-minute sequence at the end. 
So we’re going to create our 
own version of Hell.” 

Banned From The Ranch, 
certainly one of the more un- 

THERESA RANDLE, 
INAMORATA 

New to fantasy films, the actress 
finds the work frightful and fun. 

Martin Sh«en and Violator hold ThereM Randle 
hostage. Randle appears as Spawn's lost love, 

Wanda, whom he yearns to be with again. 

By James Van Hise 

Theresa Randle plays 
Wanda, the woman 
Spawn loved when he 
was still a human being, 
and whom he still yearns 
to be with even though 
she married someone else 
after A1 Simmons was as¬ 
sassinated. 

Randle had never 
worked on any sort of 
science fiction or fantasy 
film before. “I remember 
the first day I saw 
Michael Jai White in his 
Spawn makeup, when 
he’s burnt up after being 
stuck in Purgatory. That 
was a scary day for me 
because I had no idea 
what to expect and when 
I saw him it freaked me 
out." 

Unlike Michael Jai 
White, Randle was unfa¬ 
miliar with the character 
of Spawn before being 
hired to play the role of 
Wanda. Tm not a big fan 
of comic books,” she 
said. "When I read the script I 
was intrigued that it had been in 
circulation for a few years. I ran 
to the comic book store and did 
my homework to catch up. I 
was actually intrigued by it be¬ 
cause there’s so much that’s go¬ 
ing on and so many characters 
within the Spawn family. I 
loved the script. I went through 
an extensive auditioning 
process and was hired. It took a 
couple months for me to get the 
final yea. I then worked on the 
film off and on for 14 weeks.” 
On the set Randle met Spawn’s 

creator, Todd McFarlane, and 
his daughter Cyan, the name¬ 
sake for Randle’s daughter in 
the film. 

Randle said she relished her 
scenes opposite Martin Sheen. 
“Just being in Martin Sheen’s 
presence was a hoot. My scenes 
with him were of the bad guy 
snatching and pulling me and 
my little girl around. I had a lot 
of fiin. 1 respect his work.” 

Randle also has one scene 
with Nicol Williamson 
[Cogliostro], part of a fight 
scene largely done with special 

effects. “He actually 
saves my life, but he’s not 
really dealing with me be¬ 
cause he’s fighting with 
the Violator, so it’s not 
like we have any scenes 
where we interact with 
one another.” 

The character of Wan¬ 
da gets dragged into the 
conflict when Clown de¬ 
cides to use her to tor¬ 
ment Spawn. “Wanda’s 
body is taken over by 
Clown,” she said. “I had 
to be possessed with his 
spirit. This led to the only 
scene in the film where 
she required some special 
makeup work, although 
nothing as elaborate as 
what Michael Jai White 
required. “Basically it’s 
just a lens change for my 
eyes,” she said. “I had to 
be fitted for special con¬ 
tact lenses. I had to trans¬ 
form into Clown so there¬ 
fore 1 had to have Clown 
eyes. But I didn’t have 
any prosthetics.” 

For the scene Randle 
had to act like Clown and imi¬ 
tate the mannerisms established 
for the character by John 
Leguizamo. “Basically it’s just 
a matter of reviewing some of 
the footage on John Legui- 
zamo’s character Clown and 
then doing my interpretation of 
Clown being Wanda, so it’s just 
studying some of his vocal 
qualities and all that good stuff. 
But 1 will never be Clown. It’s 
actually just Wanda trans¬ 
formed, so I’m still in my femi¬ 
nine form. But it’s acting, so 1 
had to create.” □ 
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usual banners for an effects 
company, had ties to the 
SPAWN team from their days at 
ILM. Noted company partner 
Van Ling, “The name Banned 
From The Ranch came from the 
fact that Mark (Dippe) and Spa/ 
[Williams) were banned from 
Skywalker Ranch during their 
tenure at ILM for trespassing 
into George [Lucas|'s office. 
George was really angry about 
it and wanted to fire them. But 
because they were the computer 
graphics supervisor and anima¬ 
tion supervisor for TERMINA¬ 
TOR 2 at the time, they couldn't 

CHRIS KUBSCH, ILM L I A IS OH 

“I can’t think of a single shot that we’re 
doing at ILM that you could do practically. 
It’s only for very close-up scenes that we 

come in and cover with computer.” 

Setting up the shot of Melinda Clarke's fall from the Embassy balcony as 
Priest, Spawn s fellow agent. Left: Spawn blasts Priest and exacts revenge. 

really get rid of them because 
they were obviously too valu¬ 
able to the show. So they were 
put on probation and were 
banned from any of the screen¬ 
ings or dinners or anything like 
that at the ranch for a year.” 

It was Ling’s partner, Casey 
Cannon, who worked with Dip¬ 
pe and Williams at ILM at the 
time, who chose the name. Said 
Ling, “Casey thought that was 
so funny, the concept of being 
banned from the ranch, that she 
said if we ever start a company 
we’re going to have to call it 
that. Obviously it hasn’t had a 
particularly deleterious effect 
on their careers because Spaz 
was hand-picked by George to 
do the STAR WARS Special 
Edition. Mark has been working 
at ILM and they went on to do 
JURASSIC PARK and Mark is 
now directing. We do our best 
not to associate ourselves with 
the Ranch out of respect both 
for Skywalker and George and 
also because we’re trying to es¬ 
tablish ourselves and not ride on 
the coattails of anybody else.” 

It was Tom Peitzman’s job as 
special effects producer to coor¬ 
dinate all of the special effects 
scenes going into the $40 mil¬ 
lion production, which is really 

driven by the special effects. 
Peitzman, who previously 
worked on such films as CON¬ 
GO and THE RELIC, noted, “I 
really think the visual effects of 
this movie are what will help 
sell to the audience what Spawn 
is all about." 

Besides the liaison between 
the visual effects companies— 
ILM, Banned From The Ranch, 
and the Santa Barbara Studios, 
Peitzman also coordinates the 
efforts of the mechanical effects 
department and the suit depart¬ 
ment. “I’m the interface, mak¬ 
ing sure all of the right elements 
are being delivered at the right 
time and also making sure that 
we have all of the pieces put to¬ 
gether so that we can complete 
all of the shots that we need.” 

eitzman also coordi¬ 
nated the on-set 
makeup effects and 
mechanical effects 
being done by the 

KNB Efx Group, who built the 
Spawn suits and the mechanical 
versions of The Violator, a 13- 
foottall animatronic puppet. 

“The reason they built Viola¬ 
tor so big is that they wanted it 
to be as though he. Violator, to¬ 
tally oversizes and overpowers 

Spawn," said Pietzman. "They 
want him to look much bigger 
than Spawn, so it’s clearly not a 
guy in a suit. We want it to look 
bigger than life so when Viola¬ 
tor takes hold of Spawn and 
picks him up and throws him up 
against the wall, it looks like 
Spawn's a rag doll. It doesn't 
take a whole lot of effort for Vi¬ 
olator to do this.” 

KNB’s full-scale Violator 
had rod-puppeted legs, with the 
majority of the body, the torso, 
on a piston-driven mechanism 
that provided the up-and-down 
movement, able to bend at the 
waist. It can rotate its head to 
the side 90 degrees each way. It 
has full facial articulation, 
brow movement, and jaw 
movement. The hands are fully 
articulated. 

KNB's makeup designs for 
the film's title character went 
through four stages. Noted KNB 
supervisor Rob Kurtzman, “The 
first one is when he’s Al Sim¬ 
mons. The second one is burned 
Simmons where he comes back 
and you see that his chest and his 
hands and his head are all 
burned up. It takes about two 
hours. His third stage is the 
Spawn suit with the burn head— 
that makeup takes about an hour 

and putting him in the suit takes 
about 15 minutes. And then the 
last stage is full Spawn, with the 
helmet, or the beetle-head as we 
call it, and the full suit and that 
takes about 15 minutes to get 
ready. It’s pretty quick. We re¬ 
fined it pretty fast.” 

The Spawn costume consist¬ 
ed of several different pieces 
which the actor can quickly slip 
on. There are boots, hand 
pieces, and then the suit itself 
which is a one-piece costume 
with a zipper up the back and 
then a blender piece that goes 
over to hide the zipper. The 
head is done with makeup. The 
suit is foam latex and the spikes 
are Urethane. KNB made a cast 
of Michael Jai White’s whole 
body and sculpted all of the var¬ 
ious pieces of the full suit on 
that cast. They then died it black 
and just airhrushed on all of the 
colors that were added, such as 
the white striping. 

"There's a lot of little pieces 
to his suit,” said Kurtzman. 
“When it’s going to be shot we 
spritz him down, which gives 
the suit a sheen. There’s a bunch 
of things for the Spawn suit that 
were built with various 
weapons that pop out with 
blades, and his hands morph in¬ 
to claw hands so that he can 
climb up the side of buildings. 
So there are different versions 
of his hands. He has chains that 
erupt out of the skulls that arc 
on his chest. Those are like 
grappling hooks. His belt has 
the same thing. His belt comes 
off and it actually forms into a 
grappling hook that’s mechani¬ 
cal and it grabs on to the Viola¬ 
tor and wraps around the Viola¬ 
tor's neck and eventually it cuts 
the Violator's head off with the 
chains.” 

The ten Spawn suits which 
were made were built to be 
quite durable. Some of them 
were built to be stunt suits while 
others arc made only to be worn 
by Michael Jai White. Also 
there are three different ver¬ 
sions of the suit. There’s a 
smooth suit and then there’s the 
detailed one with the organic 
look, and a suit that has spikes 
sticking out of it, which is 
Spawn’s battle suit. Morphing 
effects and CGI are used to en¬ 
hance the effect of having the 
spikes appear to actually be 
growing out of the suit. 

Although Michael Jai White 
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FEMME FATALE 
ASSASSIN 

Melinda Clarke plays the 
classic bad guy, in vinyl. 

By James Van Hise 
A key supporting role in SPAWN, that of 

Jessica Priest, is played by Melinda Clarke. 
Genre fans will remember Clarke from RE¬ 
TURN OF THE LIVING DEAD 3 as well 
as most recently appearing as Velasca in the 
two XENA episodes “The Quest” and “A 
Necessary Evil.” She also played a half-hu¬ 
man hybrid in the recent season finale of 
SLIDER. She can currently be seen in the 
new syndicated TV series SOLDIER OF 
FORTUNE. In SPAWN she once again 
plays a vicious protagonist. 

Clarke described her own role in SPAWN 
by stating, “A1 Simmons was the number 
one assassin in the organization, and I play 
the number two assassin. He wants out but 
we're not gonna let him out, so we kill him. 
He goes to Hell because of everything he's 
done and he gets a second chance. But I play 
a classic bad guy, in vinyl. 

“It's not a large role. I'm in about six 
scenes with a few lines in each scene. I die, 
I think, on page 45. And then they put me in 
cryogenics, I guess, for the sequel, if there 
is one. 

“I’m more the vampy female presence in 
the movie. My character was written for the 
film. There was no Jessica Priest in the com¬ 
ic book. Originally the charac¬ 
ter's name was Chapel, which is 
a male character who has his 
own comic book. So staying 
within that religious motif they w* 
went from Chapel to Priest. ^ 

“I think they wanted the 
presence of a very strong fe¬ 
male, a bad guy, with very 
vampy costumes and someone 
to play off Martin Sheen's char¬ 
acter. It's a very sexy part with 
very few words. She’s a charac- 
ter who’s very strong and who 
uses her femininity as her pow¬ 
er. Most of my scenes are with 
Martin Sheen and Michael Jai 
White. I’m more of a presence. 

and it’s a good part for me. It’s a nice, little 
supporting role.” 

Since Priest is an assassin, she carries a 
big gun—two of them in fact. But they did¬ 
n’t always work: “They had M-16s that they 
modified to look futuristic, and I shot two at 
the same time, which is somewhat unrealis¬ 
tic, but for a comic book movie it looks 
good. But they kept misfiring. Guns that 
fire blanks have a tendency to do that more 
often than guns firing real ammunition. The 
shell gets stuck in the chamber. It’s very 
complicated. The M-16 uses gas to propel 
its loading mechanism, and when you’re 
firing an M-16 you’re supposed to have a 
brace for it. I was holding them out in the 
air. So that's one of the reasons they mis¬ 
fired, because they didn’t have a brace.” 

The scenes featuring Priest in SPAWN 
are memorable, particularly her spectacular 
death scene where she’s shot, crashes back¬ 
wards through a balcony railing and im¬ 
pacts on a buffet table in the middle of a 
foreign embassy dinner. Although the hard 
stuff was done by a stunt person, the first 
part of the stunt was done by Clarke herself. 

“I did a bit of a stunt where they yank me 
back off the balcony and then I had a double 
who actually falls to my death. It was very 
high up, so needless to say I wasn’t jumping 

Jessica Priest—Spawn’s bitter enemy—outfitted for a hit The character, 
which doesn't appear In the comic book, is a vampy, evil female presence. 

Melinda Clarke as Priest, a fellow 
spy/assassln at the agency that AI Simons 

wants out of before becoming Spawn. 

up and down to do it. But these stunt guys 
are so safe, and so professional. They took 
out the balcony and set it up with balsa wood 
and an aluminum railing. They put a harness 
on me and when Spawn throws me to the 
ground and picks up a weapon, I say to him, 
‘You don’t have the guts,* and he shoots me 
and blows me through the balcony. I did that 
a couple times and they yanked me back and 
I landed on a couple pads. As an actress it's 
always exciting, and it’s never really a big 
deal afterwards, but up until the moment it’s 
somewhat daunting. But that’s why they 
have stunt people, so we don’t have to al¬ 

ways do those things. That bal¬ 
cony was about 16 feet in the air, 
but I only actually fell about 5 or 
6 feet. They had hoisted the pads 
up on some sort of hydraulic lift 
so that they were just out of the 
camera frame, and so I landed 
about 8 feet up in the air. 

“The stunt girl actually had 
to drop about 12 feet. She land¬ 
ed on a table, and then Clown 
walks up and makes fun of me. 
I’m dead at that point and I 
think he refers to me as a human 
taco. That's something that I 
think John [Leguizamo] came 
up with. He’s always coming up 
with very humorous lines.” □ 
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Spawn (Michael Jai White) encounters a homeless man, a cameo by comic 
book creator and executive producer Todd McFarlane. 

chose not to take advantage of 
having a cool suit worn under¬ 
neath his heavy costume, John 
Leguizamo did use one. These 
are generally worn under heavy 
costumes so that the performer 
doesn't overheat in the latex 
suit. Basically they pump cold 
water through a scries of hoses. 
This is usually done in between 
takes just to cool him off. He'll 
sit in his chair and they just turn 
it on for a few minutes because 
if you overuse the cool suit it 
can make the actor sick from 
the sudden hot-cold, hot-cold 
changes wrought on his body 
temperature. 

Tweaking Spawn's suit with 
CGI capabilities fell to Steven 
“Spaz" Williams, the animation 
director for SPAWN. Dippe also 
journeyed to ILM to help super¬ 
vise the complicated visuals. He 
communicated with Williams 
daily and many things were 
done remotely via phone and 
video lines, but Dippe also went 
up to the Marin County facility 
every couple of weeks to work 
more directly on certain aspects 
himself. Williams dealt with the 
complicated special effects on 
the film full time on a daily ba¬ 
sis, and this aspect of the film 
took months to complete. 

Although principal photog¬ 
raphy wrapped in November 
1996, the final special effects 
shot wouldn’t be completed un¬ 
til June, when the film was fi¬ 
nally due to be finished and 
ready for its August opening. 

During post-production, 
every aspect of this film was 
constantly vying for Dippe’s 

constant attention and input. “I 
had a conference call with ILM 
this morning about some anima¬ 
tion and we had a meeting with 
the music people today," said 
the director about the demand¬ 
ing post-production chores. 
"We’re picking musical groups 
to make proposals to. We’re go¬ 
ing for a post-Heavy industrial 
electronic metal sound. It's go¬ 
ing to be, in general, a heavier, 
darker sound. I think the people 
who like Spawn are going to 
like the sound. The composer’s 
name, and one of the sound¬ 
track supervisors, is Graham 
Ravclle. He was the composer 
for THE CROW. He's done a 
lot of films but he's a very tal¬ 
ented guy. I'm working with 
him on putting together the 
style of the sound in the film in 
general. We’ve had a list for 
months of groups that I like and 
that people think are good for 
the picture and we just pared it 
down today to the ones that 
we’re going to go after. It’s go¬ 
ing to be the kind of music 
that’s right for SPAWN. It’s go¬ 
ing to be more of the alterna¬ 
tive, industrial and also some of 
the new electronic sounds. We 
all went over the film last night, 
the sound people, myself and 
[editor] Michael Knue, and I 
definitely want to integrate 
songs, sound effects and score 
together. So we've been talking 
about how that’s all going to go 
in and out. I believe that we’re 
going to have a very strong 
soundtrack album, but I don’t 
want songs to overwhelm the 
scenes. The song is simply there 

JOHN LEGUIZAMO 
ON CLOWN 

Being funny, sick 
and dark with gusto. 

By James Van Hise 
Mark Dippe’, the director of 

SPAWN, boasted of his lead vil¬ 
lain, “John Leguizamo, in cre¬ 
ative abilities, is at least as good 
as Jim Carrey. Clown is so 
bizarre. He can do a wealth of 
things.” 

But who is Clown, really? 
As Leguizamo puts it, “Clown’s 
a little Faustian character who 
tries to befriend Spawn, but ob¬ 
viously he’s lying. He’s just try¬ 
ing to use his friendship to get 
him to lead the armies of Ar¬ 
mageddon. He’s got a little Jack 
Nicholson in him, that’s for 
sure, so he gets some demonic 
pleasure in being evil. And he’s 
definitely a ham. He’s comical. 
I tried to make him clownish. 

like if you could have Danny 
DeVito in there, but crazed.” 

Leguizamo, who has carved 
out distinctive characters in 
films as disparate as ROMEO 
AND JULIET and THE PEST, 
is all but unrecognizable as 
Clown, encased in a prosthetic 
fat suit crafted by KNB Efx. 
The makeup allows just enough 
of the actor’s face to show so 
that he can contribute to the 
character and not be hidden like 
THE ELEPHANT MAN. Ex¬ 
cessive sweating necessitated 
that five different Clown suits 
be readily available. “Steam 
would come out!” exclaimed 
Leguizamo. “And then of 
course everybody walks up to 
you all day long and says, ‘It 
must be really hot in that, huh? 
That head must be really tight. 
I’d get claustrophobic if I was 
in there. 1 don't know if I could 
take that,’ and I’d yell, ‘Shut 
up! Leave me alone!”’ 

The actor had been aware of 

Undergoing the arduous makeup 
process. As one of the SUPER MARIO 

BROS (Inset) with Bob Hoskins. 



John Leguizamo as Clown, Spawn's recruiter from Hell, a demanding Jim 
Carrey-like role In full prosthetic makeup by the KNB Efx Group. 

the SPAWN comic book via a 
friend. When the project was 
announced it was his agent who 
suggested that the part of Clown 
could be right up his alley. “The 
take was really dark and Clown 
was the best part in the movie,” 
said Lcguizamo. “I just needed 
to fix it up a little bit to make it 
a little funnier and a little sicker, 
and add just a little more gusto. 

“I worked with KNB and we 
did a couple of screen tests until 
it was cool. The first one looked 
just like the comic book but it 
was too thick on my face and I 
thought at this point you could 
get anybody to play this be¬ 
cause you don’t even know it’s 
me. So we toned it down and 
there was more movement and 
it was closer to my face, but I 
still looked like the comic book. 
It was just so I could put a little 
bit of me into it.” 

It took several costume tests 
before the right look was ar¬ 
rived at. “They built a big, fat 
rubber suit and then they stuffed 
it and put breasts on it like a 
heavy man has, a corpulent fel¬ 
la, a big guy, and then they put a 
fold in the back and they had to 
test it because I was going to do 
somersaults and stuff. I wanted 
to make it really physical—for¬ 
get that! I did one and I fell flat 
on my back. No, I think I’ll just 
crawl around... 

“I had to walk crouched 

down on my haunches. I had the 
tightest buttocks—not that you 
want to know this and I don’t 
know why I’m telling you—I 
could bend titanium. I had to be 
like that for hours. I remember 
in one scene with Martin 
[Sheen] my legs started trem¬ 
bling and I was about to col¬ 
lapse. I’m shaking and trying to 
say my lines. 

“Because I was crouched 
down I was very limited, but 
what’s fascinating is that the 
costume ends up helping you 
create the character because the 
limitations that it gave me also 
created the walk—the behavior. 
But I was still able to grab and 
pull and yank and trip people.” 

Working in the Clown cos¬ 
tume was a continuing series of 
discomforts for the actor. “I lost 
maybe five pounds. It was 
tough, man. Even though they 
developed this thing called a 
cool suit, where they flow ice 
through it—it wasn't enough. 
My head was sweatin'! It was 
like a mini-sauna on my head. 
And then you can’t remove it, 
you can’t open it. All you can 
do is just sweat! I had blisters 
on my chin, blisters underneath 
my eyes. Nasty.” 

Because of the difficulties of 
working in the suit, when 
scenes were filmed in which 
performers were reacting to 
Clown off screen, a stand-in did 

JOHN LEGUIZAMO 

“This is the closest to a comic book that 
any movie has gotten. BATMAN—I love 

Tim Burton, but it’s too weak. It’s not dark 
enough, and it’s not violent enough.” 

the voice for the actor to loop in 
later. “Usually you stay and 
help out other actors, but when 
you’re doing this prosthetic 
stuff you can't take too much. 
You have a very low tolerance 
for anything. The first day 1 
was ready to rip that stuff off 
my face and go insane! I was 
ready to speak in tongues! The 
day they wrapped that movie 
was the happiest day of my 
life.” 

The unusual nature of Clown 
is that he’s able to transform in¬ 
to Violator, a 12-foot monstrosi¬ 
ty, which meant blue screen 
work. But he also had to act like 
someone who is transforming 
into a monster at the appropriate 
times. “For the transition part,” 
Lcguizamo explained, “[Direc¬ 
tor] Mark Dippc’ had the idea 
that I was going through incred¬ 
ible pain so I was spasmodically 
flailing and wailing, and then 
they'd pull me out and leave the 
space empty and then Michael 
Jai White [as Spawn] would act 
to nothing.” 

Leguizamo provided the 
voice for violator in post pro¬ 
duction. “A lot of looping," he 
said. “A lot of voice-overs, be¬ 
cause there’s a lot of effects go¬ 
ing on and steam, and that 
messed up the sound. There’s a 
fair amount of Violator voice 
that I’ve got to do. I did very 
preliminary looping for them to 
show it to New Line, and then 
I’ve got to do the real stuff. It’s 
going to be hard because that 
voice burns out my vocal 
chords. I can only do about an 
hour, if that much, a day, so it’s 
got to be really planned out.” 

Leguizamo also did blue 
screen work opposite the CGI 
character of Malcbolgia, the de¬ 
mon who recruited Spawn from 
Hell. “He’s all CGI and he’s 
huge, and so they basically lift¬ 
ed me and rigged me and I had 
to act to this imaginary spot on 
the wall. I did a lot of that. 
That’s in the middle part of the 
story where Malebolgia's pissed 

at me because I haven't gotten 
Spawn to be on our side.” 

This isn’t the first special ef¬ 
fects film Leguizamo has 
worked in, though, as he also 
had a featured role in SUPER 
MARIO BROTHERS. “That had 
a lot of blue screen, too,” he said, 
“but not as much as in this one.” 

What Leguizamo has seen 
of SPAWN impressed him. “It 
looks good! I liked the script, 
but it’s going to be so weird 
and twisted it’s either going to 
be amazing or it’s going to 
suck. It’s so trippy. It really 
makes you feel a lot because 
Spawn’s a burn victim! He’s 
discovering himself and find¬ 
ing his humanity. And he has 
this great love for a woman, 
and sold his soul to the Devil. 
His wife married his best 
friend and there’s the kid that 
he never had. This is the clos¬ 
est to a comic book that any 
movie has gotten, in my opin¬ 
ion. BATMAN—I love Tim 
Burton, but it’s too weak. It’s 
not dark enough and it’s not vi¬ 
olent enough." And not as wild 
as SPAWN. □ 

Clown as depicted In the best¬ 
selling Todd McFarlane comic 

book, done-ln by Spawn. 
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to support the film.” 
Dippe worked from the start 

with the idea in mind that 
SPAWN would be a PG-13 
film. In SPAWN, the younger 
set is represented by ten-year- 
old Miko John Hughes, who 
plays Zack, a homeless boy 
who befriends the barely human 
hero. Hughes has appeared in a 
number of films, beginning 
with his film debut in PET 
SEMTARY at age two and a 
half, where he played the zom¬ 
bie baby who had to bite 
through Fred Gwynne’s 
Achilles tendon. “That just 
grosses me out. That was pretty 
freaky. It’s weird,” he remarked 
looking buck on the role. But in 
WES CRAVEN'S NEW 
NIGHTMARE, instead of being 

SPAWN’S brain trust, director Mark 
Dlppa (I) and producer Clint Goldman, 

both ILM veterans branching out. 

the monster, Hughes was men¬ 
aced by the monster when he 
was kidnapped by Freddy 
Krueger. Hughes likes working 
on fantastic films because of the 
unusual behind-the-scenes ele¬ 
ments. 

“Those are my favorite 
kind,” he said. “I like doing 
those because you get to see all 
the cool Violator robots and the 
Freddy arm. There’s one scene 
in Freddy where he gets this re¬ 
ally long arm and he grabs me 
and spins me forward. It's kind 
of freaky. I love getting to see 
all that cool equipment.” 

And on SPAWN the boy was 
able to experience a lot of that. 
As Hughes explained, it was re¬ 
al fun. “The sets are amazing! 
It’s a lot like the comic book, 
except a whole lot different." 

Although Hughes didn't get 
to be directly menaced by the 
animatronic Violator other than 

THE KNB 
EFX GROUP 

Kurtzman, Nicotero and 
Berger, makeup mavens. 

By James Van Hise 

The KNB Efx Group was the 
creator of SPAWN'S makeup ef¬ 
fects. Headed by Rob Kurtz¬ 
man, Greg Nicotero and 
Howard Berger, KNB designed 
and built body suits for Spawn 
and Clown, as well as anima¬ 
tronic Violator, matched in CGI 
by ILM. 

“For us SPAWN was a really 
big film,” said Rob Kurtzman, 
who runs the company with 
Greg Nicotero and Howard 
Berger. “We did a lot in it and 
there’s a lot of things we had to 
do to incorporate with the digital 
effects. This is our biggest show 
as far as the amount of time, and 
the prep that we’ve had to do. A 
lot of the other films in the genre 
usually have much shorter 
shooting schedules, six to ten 
weeks or so. This is 50 days for 
the shooting schedule. The bud¬ 
get on this is about $40 million, 
and they’re packing a lot of vi¬ 

sual effects in.” 
KNB has been in business 

since 1988. The films the compa¬ 
ny have worked on include 
FROM DUSK TILL DAWN, 
ARMY OF DARKNESS, 
DANCES WITH WOLVES, 
MISERY, and ERASER. Genre 
credits include TEXAS CHAIN¬ 
SAW III and the NIGHTMARE 
ON ELM STREET films. They 
do a little bit of everything, in¬ 
cluding bigger movies with ani¬ 
mal effects, like JUNGLE 2 
JUNGLE. 

Bob Kurtzman explained 
how KNB was formed, “The 
three of us had worked around 
town at various studios: Rick 
Baker’s, Kevin Yaeger’s, and 
Stan Winston’s on different 
shows. We started to work to¬ 
gether on EVIL DEAD 2. We’d 
been friends, but that was the 
first show where we all were on 
the same set together. After that 
we decided to form our own 
company and basically started a 

Michael Jai White as KNB's Spawn. 

small shop. Since then we’ve 
grown. It was 1986 and about 
two years later we formed the 
company, but we were still free¬ 
lancing for a couple years after 
that.” 

Kurtzman, Nicotero and 
Berger have a basic core unit of 
people who work for them regu¬ 
larly on projects. “It changes 
but some of our core guys have 
been with us for the last seven 
years or so. There’s about seven 
or eight guys who are with us 
all the time, and then we have 
freelancers that come and go 
depending on the size of the 
show.” 

In the case of SPAWN the re¬ 
quirements of the film were so 
great that their crew expanded 
to 50 people to handle the de¬ 
mands. KNB built three ver¬ 
sions of Violator. Noted Kurtz¬ 
man, “There’s a rod puppet, 
which is hung by wires and 
used for wide shots where we 
get the whole body. The big one 
has a motion base on it which 
has to be taken out digitally. We 
have the wire one for quick 
shots that we don’t need to put 
the big one in for. Then there’s 
the insert head which has full 
facial movement and a horn that 
comes out like a stinger. And fi¬ 
nally there’s the full hydraulic 
Violator, which is the big one, 
and it pretty much does every¬ 
thing—full upper body move¬ 
ment, arms and facial move¬ 
ment. 

“The big hydraulic Violator 
was a huge undertaking. Things 
that big arc really difficult to 
operate and get smooth move- 

A KNB technician applies finishing touches to the lull-scale model of Violator. 
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Supervisor Greg Nlcotero adjusts Spawn's prosthetics on set. 

R 0 B K URTZMAN 

‘‘Violator is basically like the T-Rex in 
JURASSIC PARK. It’s the same technology. 

Except that this one was harder 
because we had arms that reach and grab.” 

merits with. It took a long time 
to figure all that out. It's basi¬ 
cally like the T-Rcx [in JURAS¬ 
SIC PARK]. It’s the same tech¬ 
nology. The T-Rcx was on a 
motion base, except the only 
difference is that I think this one 
was a little harder because we 
actually had arms that we had to 
articulate rather than two little 
hands in front of it. T-Rex is 
mainly the jaw and head, and 
the body on the thing. But this 
one has to have arm movement 
and be able to reach in and grab 
things.” 

It took several months to 
construct all of the practical Vi¬ 
olators so that they would be 
ready and able to fully function 
on set. “It’s all hydraulic,” 
Kurtzman revealed. “It’s all 
welded frame with hydraulic 
tubes in it, and it has a control 
box which is where all the cir¬ 
cuit boards are. Basically every¬ 
thing from that goes out to the 
controllers, the hydraulic poten¬ 
tiometers, so they relay the 
controller movement to the 
‘brain’ of the creature and 
then translates that to the 
movements of the joints on 
all the arms, etc.” 

All of the mechanical Vi¬ 
olators were built to be able 
to interact with a live per¬ 
former, but the twelve foot 
version docs most of the 
work and is capable of the 
most movement. “The other 
ones are just made for 
specifics, like its head in the 
shot growling at [Spawn] or 
we also have insert feet that 
walk in the frame that arc all 

cable-operated, and insert hands 
that are cable-operated that can 
reach in and grab. We sometimes 
use the insert hands with the 
close-up head if we’re not seeing 
the whole body because the 
close-up head doesn't have 
arms.” 

Among the many other props 
and devices KNB built for 
SPAWN is the blade arm used 
by Cogliostro in which a sword 
shoots out of his arm. As Bob 
Kurtzman explained, “There’s a 
version that he clicks with his 
wrist and it shoots out. It's on a 
track. It’s aluminum. We just 
cut it out and buffed it down. 
Spawn also has some big blades 
that pop out of his arm. There's 
four of them sticking out and 
they make a fist that's like four 
or five inches in front. The actu¬ 
al effect of them coming out of 
his arm is a digital effect and 
then we have a prop arm that he 
pulls on—it’s a glove with the 
blades mounted underneath. 

We’ve done the aftermath parts 
and then the actual forming of 
the blades are digital.” 

But just as extravagant and 
important in SPAWN is the look 
of the title character, which in¬ 
volves various pieces of special 
makeup, from the burn makeup 
of the resurrected Al Simmons 
to the versions of the Spawn 
costume, including the final one 
with its glowing eyes. But once 
the time consuming process of 
designing and constructing the 
Spawn suits was accomplished, 
KNB managed to get the time it 
takes to dress up Michael Jai 
White down to an hour, which 
is extraordinarily fast for such 
an elaborate costume. 

“Clown takes a lot longer. 
Clown takes two-and-a-half 
hours to put him through make¬ 
up and then about IS minutes 
through suit. We try to get it fast 
for the actor, for us, and for the 
production. Didn't want to 
come in at three in the morning 
to do makeups. He has a big fat 
suit that we built for him and his 
appliance makeups and his 
gloves.” 

KNB also set up some of 
their mechanical Violator pup¬ 
pets for blue-screen shots which 
were later incorporated with the 
CGI. As Kurtzman described it, 
“Eventually they end up going 
to Hell and all of the blue screen 
shots are for when they’re in 

Hell and there’s fire erupting in 
the background in the actual 
matte shot of Hell. All that’s be¬ 
ing shot with blue screen. Origi¬ 
nally a lot of that was going to 
take place on the sound stage, 
but now they’re going to just 
have them sucked down into 
Hell and do the battle in Hell. 
It’s just easier to deal with. 
Then they just have to deal with 
compositing everything instead 
of trying to set up the action on 
set because the Violator’s so 
big. They even raised the ceil¬ 
ing on the set just to get it in. 
There’s a big horn on the top of 
Violator’s head which is me¬ 
chanical and it shoots out like a 
stinger, and it’s trying to get 
Spawn and he’s moving his 
head out of the way and it’s 
piercing the walls 

“We’re also doing a minia¬ 

ture," Kurtzman added. “It’s 
a puppet that goes against a 
blue screen of the big de- 
mon/dcvil in Hell. Then 
there’s CG of all the domin¬ 
ions of Hell behind him. It’s 
kind of like the Violator but 
it's a little different. It has a 
pot belly and it’s a big evil 
demon thing with a big jaw. 
We decided to do that in 
miniature just because it’s all 
basically happening in Hell 
so it can be shot against blue 
screen and the size reference 
doesn't really matter.” 
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ANIME NOIR 
ON HBO 

McFarlane brings anime 
edge to TV’s SPAWN. 

By Patrick Legare 

Before New Line's SPAWN 
hits the big screens this summer 
in vivid live action, HBO will be 
launching the character as an 
adult-oriented animated series 
with stories written by Alan 
McElroy and based on Todd 
McFarlane’s comic books. This 
series marks the debut of the 
newly created HBO Animation, 
a division that will be “spawn¬ 
ing" original animated shows 
for HBO and other broadcast 
and cable networks. The show’s 
first season premiered May 15 
and consists of six episodes. It 
will be followed by another ani¬ 
mated effort called “Spicy City.” 

The HBO series showcases Spawn 
as creator Todd McFarlane Intended, 

a superhero with an attitude. 

While the film will be aim¬ 
ing for a hard PG-13 rating, the 
cable series will have few limi¬ 
tations and, according to Mc¬ 
Farlane, will actually be geared 
towards an older audience more 
in tunc with HBO's Saturday 
“Round Midnight” time slot. 

“It had to have a flavor,” ex¬ 
plains McFarlane, that would 
appeal to “basically an over-16 
audience of male viewers....So 
it’s like an action movie.” 

The series features an evoca¬ 
tive combination of Tarantino- 
esque black humor with ultravi- 
olent confrontations and the oc¬ 
casional spicy sex scene. Bul¬ 
lets pierce bodies, an arm is torn 
from its socket, blood splashes 
across the screen in slow-mo- 
tion, a man bums alive in Hitch¬ 
cockian fashion simitar to the 
leaking gas-pump scene in THE 
BIRDS (1963). 

Later, Spawn’s hell-sent 
guardian. The Clown, leers at 
Spawn’s handiwork, a shredded, 
bloodied corpse, and comments, 
“Check his shorts—I bet they’re 
brimming over!” Even Spawn 
gets into the act as an anti-hero 
with such Clint Eastwood lines 
as “Back Off! Before 1 personal¬ 
ly introduce your face to your 
colon.” This is the animated 
BATMAN with cojones. 

The show’s heavy attitude is 
what keeps executive producer 
McFarlane’s dark, deadly char¬ 
acter on the razor’s edge and the 
primary reason for its stunning 
rise to the top of the comic book 
chain. In a year that is brim¬ 
ming with comics being turned 
into animated and big-screen 
heroes, SPAWN sets itself apart. 

Veteran actor Keith David 

TODD MCFARLANE’S SPAWN debuted on HBO May 15, an adult-oriented, grim, 
hard-hitting adaption written by Alan McElroy that’s not for kids. 

(CLOCKERS, DEAD PRESI¬ 
DENTS) voiced Spawn while 
Michael Nickclosi did the devi¬ 
ous demon Clown and Richard 
Dysart (L.A. LAW) performs as 
Cogliostro. James Keane (DICK 
TRACY), Michael McShane 
(BROTHERLY LOVE) and 
Ronny Cox (DELIVERANCE, 
ROBOCOP) also provides voice 
work. HBO Animation profits 
from a wealth of animation ex¬ 
perience including Catherine 
Winder, former producer of 
LIQUID TV’s AEON FLUX 
who was named Vice President, 
and Eric Radomski, the divi¬ 
sion’s supervising director, who 
is also producer and director of 
the animated BATMAN scries. 

“I think we can add more 
mood to it,” McFarlane said of 
the first season's results. “I 

think we can add more atmos¬ 
phere. I know we can fucking 
make those backgrounds a hun¬ 
dred times better. Some of the 
actual drawing, we’ve reconfig¬ 
ured the shadow work so it’s not 
so round, it’s got edges to it. I 
think we can refine what’s 
there...so it’s not like the second 
season is going to be a dramatic 
jump, it’s just going to be that 
all those elements that make it 
cool are going to be a little more 
polished. 

“It was kind of odd that 1 in¬ 
sisted that [HBO] put me in 
charge,” he continued. “I knew 
nothing really about animation. 
I asked the questions and 
learned along the way. On the 
creative side of it and looking at 
storyboards, we all kind of went 
over it, and got to the point of 

Overtkill attacks: McFarlana acts as executive producer and oversees 
the production for HBO, part of his mission to perfect the franchise. 
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TODD MCFARLANE 

“Spawn will never be a household name. 
It’s just too odd, too edgy, because it’s 

never going to be endorsed by everybody. 
We’ll have half-a-household name.” 

Todd McFarlane watches his comic book creation come to tite 
as Michael Jai White demonstrates his fire power as Spawn. 

trying to put out something that 
had an edge. I’m not going to 
say it’s any better or any worse 
than anything anybody’s 
seen...we were just trying to 
push people to do something a 
little bit darker and grittier.” 

Perfecting SPAWN is Mc¬ 
Farlane's mission. He maintains 
the character will always re¬ 
main as much a child of his as 
his two daughters, and he refus¬ 
es to let it become what’s 
viewed as a sell-out, like BAT¬ 
MAN. 

“Batman has always been a 
cool concept to me,” McFarlane 
admitted, then added reflective¬ 
ly “What if Batman wasn’t 
owned by corporate America 
and didn’t worry about whether 
or not it was O.K. to put him on 
pajamas? Then I think he'd act 
a little more like Spawn acts." 

McFarlane goes on to de¬ 
scribe Batman's ongoing battles 
with the Joker, who commits all 
kinds of atrocities, gets cap¬ 
tured by Batman, escapes and 
kills again. “It becomes a little 
bit of that vigilante mentality 
that we all have when we watch 
those cool movies like RAM- 
BO. We want justice to be 
served and if the system won't 
serve it, then Batman, God 
damn it, why don't you pull out 
a gun, you pussy, and why don't 
you plug that guy in the fore¬ 
head!” 

You might say McFarlane 
occasionally lives in his cartoon 
world, but his edgier SPAWN 
opens a range of new doors for 
American animation. However, 
the violence-and-sex quotient 
seen in the HBO series have 
sparked a sensitivity issue that 
the creator fears could have 
long-range effects on his other 
ventures. 

McFarlane sees the scries as 
having the “potential for con¬ 
troversy for the wrong reasons.” 
He concludes that the gap will 
be bridged between the animat¬ 
ed series made strictly for 
adults and his toy company that 

sells its products to an age 
group not quite ready for the 
show. “People are not going to 
do their homework," he says re¬ 
signedly. “People are going to 
have knee-jerk reactions.” In¬ 
cluding boycotting of his other 
products? 

“Potentially, one of my other 
companies has got products that 
have Spawn on them. Then peo¬ 
ple don’t want to sell it because 
five moms decided to band to¬ 
gether and got their 500 friends 
to write letters, and all of a sud¬ 
den people are saying, “No, I 
don’t want to carry this.’” 

Still, the series is a ground- 
breaker to the mainstream 
American audience. The show’s 
“edge” bears strong resem¬ 
blance to the Japanese anime 
films that are rife with adult 
themes and violence. Anime's 
popularity has reached cult sta¬ 
tus in America, but McFarlane's 
SPAWN would be the first all- 
American anime product. 

“The Japanese have been do¬ 
ing for it for a hundred years,” 
laughed McFarlane. “Nobody 
ever brought it over here.” So 
he decided to be the first. 

What McFarlane went after 
was to incorporate the sensi¬ 
bilities and styles of anime in¬ 
to SPAWN by giving the show 
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Clown bedevils Spawn's existence, In 
a version edgier than the feature Dim. 

reacting to its off-stage pres¬ 
ence. he wanted to be. “It'd be 
cool! I want to be able to fight 
him. I get to throw a rock at 
him. 1 get to sock Clown on the 
head, and then that makes him 
mad and he morphs into the Vi¬ 
olator.” Judging by Hughes’ en¬ 
thusiastic response to acting in 
SPAWN, his age group just 
might be the film’s targeted au¬ 
dience. 

But Dippe didn't sec aiming 
the film at a PG-13 audience as 
a limitation on depicting 
SPAWN'S comic book action. 
“The book itself has a lot of 
very graphic violence, and 
those images are images we 
still have, but the way in which 
I deal with it in the film is dif¬ 
ferent than in the book,” he 
said. “The theme is still the 
same. It's still very macabre. 
The theme itself is still a very 
complex and dark one, but the 
world is a complex place in 
which the good people don't al¬ 
ways win; it’s very cruel. And 
Spawn, Al Simmons, is a com¬ 
plicated man. When he’s mur¬ 
dered, his soul docs not go to 
Heaven. It goes to Hell— 
maybe not the deepest level of 
Hell, but it goes down. He 
makes a deal with a devil (not 
the Devil) and his soul is recon¬ 
stituted back on Earth as a Hell 
creature. Killing bad guys does¬ 
n't help anything. Not killing 
bad guys doesn't help anything. 
It's still a macabre, dark situa¬ 
tion but in the story our hero. 
Spawn, rises above it and re¬ 
deems himself in the sense that 
he does make a very important 

choice and fights off the devil 
who has tricked him and is try¬ 
ing to get his soul.” 

Once the principal photog¬ 
raphy was completed, comic 
book creator Todd McFarlane 
stepped back into the picture to 
sec how the film was coming 
together. Regarding the first 
rough cut he saw of the assem¬ 
bled footage, McFarlane ob¬ 
served, “It’s always tough when 
you’re close to it. I’m a perfec¬ 
tionist so I think you can al¬ 
ways do better. On the animat¬ 
ed series we get the animation 
in its raw form, edit it and ten 
days later it turns into some¬ 
thing completely different. I'm 
still waiting for that magic 
spark where I go—this is not 
just good, there’s something a 
little bit special there. To me 
that's not so much in the spe¬ 
cial effects as it will be over 
all. in the presentation and the 
attitude of the film. I’m hoping 
that we don’t lose the attitude, 
and if we can keep that and in¬ 
still that into the audience then 
those we’re trying to hit will 
feel that we didn’t compro¬ 
mise." 

While McFarlane admitted 
that he was impressed when he 
saw the life-size, 12-foot ver¬ 
sion of the Violator, he wants to 
see the film deliver more thrills 
than just having a terrific mon¬ 
ster. “I have always liked mon¬ 
sters and I have a bias in that I 
think the average boy does like 
monsters. That’s the easy stuff, 
like getting a dog to bark and 
then getting the rest of the 
neighborhood to do it.” 
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D I R E C T - T O - V I D E O _P_ R E Q U E L 

Sean McNamara directs CGI ghosts and a 
mad bomber in a tale of Casper’s origins. 

By Dan Scapperotti 
The Friendly Ghost is mak¬ 

ing a reappearance in his second 
feature film, this time as a di- 
recl-to-video release. When 
Universal Studios failed to plan 
their own sequel to CASPER. 
Harvey Entertainment, who 
owns the rights to the character, 
wanted to maintain the fran¬ 
chise and decided to shop 
Casper around. They found a 
home at the video division of 
20th Century-Fox. Universal al¬ 
so plans to go forward with a 
sequel for theatrical release, 
tentatively set for 1999. The 
new video prequel hits the street 
September 29. 

Heading the production is di¬ 
rector Sean McNamara, who 
produced, wrote and directed 
THE SECRET WORLD OF 
ALEX MAC, the highest rated 
show on Nickelodeon. A gradu¬ 
ate of the film school at Loyola 
Marymount University, McNa¬ 
mara worked on his first film, 
HOLLYWOOD CHAOS, in 
1989. This summer McNamara 
has a trio of features scheduled to 
be released. Besides CASPER, 
McNamara has also directed 
Trimark's GALGAMETH and 
THREE NINJAS for Columbia. 

The director had just put 
THREE NINJAS in the can 
when he learned that producer 
Mike Elliott was preparing 
CASPER, A SPIRITED BE¬ 
GINNING. He showed Elliott 
the rough cut of THREE NIN¬ 
JAS and a month later he was in 

Casp«r befriends Brendan Barrett as Chris in an origin story that 
explains why the Friendly Ghost doesn't scare people. 

production. Casting was already 
in progress and pre-production 
had been completed by the time 
McNamara came on board. 

The script by Jymn Magon, 
who wrote Disney’s A GOOFY 
MOVIE and worked on such 
shows as DUCK TALES and 
WINNIE THE POOH, delves in¬ 
to CASPER’s origins and there¬ 
fore would predate the action in 
the original 1945 Casper car¬ 
toon, THE FRIENDLY GHOST. 
Originally planned as a one shot, 
the jovial specter got a new lease 
on life when Famous Studios' 
president Sam Buchwald decided 
to bring Casper back two and a 
half years later in “There’s Good 
Boos Tonight.” But, it wasn’t un¬ 
til 1950 that the character re¬ 
ceived his own series. 

CASPER, ANEW BEGIN¬ 

NING opens when Casper finds 
himself in his new ghostly 
form. He’s aboard the Ghost 
Train headed for Ghost Central 
Station to be indoctrinated into 
the spirit world and shown how 
to be a ghost when he gets side 
tracked and thrown off the train. 
The new spirit finds himself in a 
small town called Deedstown 
where he meets the Ghostly 
Trio, three decidedly mean spir¬ 
ited specters. 

“He doesn’t know he’s a 
ghost," said writer Jymm Magon. 
“He doesn’t know who he is or 
how he got there. The Ghostly 
Trio begin to train him, but, as 
you know, they’re mean. Casper 
doesn't know he’s supposed to 
be a bad ghost and that he's sup¬ 
posed to scare people. He just 
wants to be friendly. He meets a 

little boy, Chris [Brendan Bar¬ 
rett], who is disenfranchised and 
they become friends. Very much 
like the cartoon.” 

The boy’s father, played by 
Steve Guttenberg, is a contrac¬ 
tor who feels the town is dying 
and needs an injection of new 
blood in the form of a mini- 
mall. To make way for the new 
shopping center he’s getting 
ready to demolish the old Ap¬ 
plegate mansion. The local 
landmark preservationists op¬ 
pose the project and, to compli¬ 
cate matters, the Ghostly Trio 
have taken up residence in the 
old house. Whenever the con¬ 
struction crews show up they’re 
met by a barrage of ghostly 
pranks that drive them away. 

The spooks look the same as 
they did in the previous film 
and the voices for Casper and 
his three spirit pals. Stretch, 
Fatso and Stinky, are supplied 
by the same actors from the first 
feature. But some new spectral 
characters have been added. 
The big, frightening head of the 
ghost training is named Kabosh. 
"We have James Earl Jones as 
the voice of Kabosh,” said di¬ 
rector Sean McNamara proudly. 
“He’s great. It’s like Darth Vad- 
er on the show. The voices were 
done before the film. They 
recorded all their lines and vari¬ 
ations of the lines and then the 
sound editor came in and edited 
them all together.” 

Kabosh has a sniveling little 
assistant named, appropriately. 
Snivel, voiced by Pauly Shore. 
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nal CASPER.” 
McNamara is no stranger to 

CGI effects. His SECRET 
WORLD OF ALEX MAC 
heavily uses computer generat¬ 
ed effects and his direct-to- 
video feature for Trimark, 
GALGAMETH, a Medieval 
talc filmed in Romania, features 
a creature that grows from six 
inches to 80 feet tall, a totally 
CGI character. 

Interestingly enough, the 
production returned to Univer¬ 

Stretch (above) and Fatso (right), ghosts from the first film who return In 
the prequel to teach Casper how to haunt, CGI by OCS/Freeze Frame. 

It’s a little too real, a little too 
harsh. That was one of the mag¬ 
ical things about it. It will feel 
like a Spielberg film when you 
watch it. 

“We went to Warner Brothers 
for the town of Deedstown. We 
used the town square where we 
found Chris’s house, a place 
Casper comes to live for a little 
bit. The interior we found in this 
gorgeous old house down in 
South Central L.A. We pretty 
much shot everything in those lo¬ 

cations.” 
On a visit to the set, writer 

Jymn Magon found himself 
immersed in a comic book 
world. “I was watching them 
shoot CASPER over at 
Warner Brothers. Two blocks 
away they were shooting the 
new BATMAN movie and 
two blocks in the other direc¬ 
tion was Metropolis from 
LOIS AND CLARK. Wow!” 

Even the director showed 
his amusement when dis¬ 

cussing one ghostly intervention 
scene. “The three uncles Fatso, 
Stinky and Stretch, wreak havoc 
on people who are protesting 
outside the house,” said McNa¬ 
mara. “They possess them, they 
fly around them, they sneeze on 
them and all of that. We have 
hundreds of extras running like 
crazy as the ghosts basically at¬ 
tack them and play jokes on 
them. It took us three or four 
days to shoot it. It’s pretty spec¬ 
tacular. That was shot in front of 
the Harvey House. 

“That one had to be thought 
out the most. There were stunts 
involved, we’re smashing cars, 
we're dealing with hundreds of 
people, having to know where 
the ghosts are at all times flying 
around. That was the hardest 
scene to shoot because it was 
the biggest, the most spectacu¬ 
lar. Every scene that involved a 
ghost takes a lot of planning. 
Everything had to be meticu¬ 
lously storyboarded so we were 
all on the same wavelength as 
far as how the ghosts were go- 

The cast also includes Laurie 
Loughlin, who’s on FULL 
HOUSE. She plays Chris’s 
teacher, who is opposed to the 
construction project. Several 
actors also make cameo appear¬ 
ances. Richard Mull, Zclda Ru¬ 
binstein, Edy McClure, Dcbi 
Mazar, and Rodney Danger- 
field, who plays the mayor. 

When the contractor, in des¬ 
peration, hires a munitions ex¬ 
pert to blow up the house he gets 
more then he bargained for. “A 
character that I came up with 
that tickled my imagination,” 
said Magon, “and everyone else 
seems to like, is this crazed mu¬ 
nitions guy who goes by the 
name Bill Case. I play him like a 
textbook Yahoo. A fellow who 
just wants to blow things up. He 
gets rid of gophers with a stick 
of dynamite. Unfortunately, 
Steve Guttenberg’s character 
has no one else to turn to and 
finds himself saddled with this 
guy who is a maniac, a real 
kook. He carries explosives with 
him and lights them in the of¬ 
fice. Finally when they try to get 
him to stand down and abort the 
mission, he won’t. He’s got his 
marching orders and is going to 
blow that place up. I really en¬ 
joyed writing for that character 
because he was so over the top.” 

Case’s mania for dynamite 
eventually leads to a life-threat¬ 
ening situation in which Casper 
must save Chris’s life. Playing 

Sean McNamara directs Rodney Dangerfield In the direct-to-vldeo prequel, 
developed by rightt-owner Harvey when Universal delayed making a sequel. 

the demolition demon is 
Michael McKean, Lenny 
Kosnowski on LAVERNE 
AND SHIRLEY. 

“There’s a company called 
OCS Freeze Frame which is 
animating the ghosts,” said 
McNamara. “Basically we 
would shoot the scene first 
with cardboard cut-outs of 
the ghosts so the actors could 
get used to where the ghosts 
would be and we could see 
where they would be. Then we’d 
do it again without the ghosts 
there. We'd have to do it a cou¬ 
ple of times to make sure that 
everybody’s eye lines were right. 
Then we’d put the thing together 
and go back and OCS starts lay¬ 
ing in the ghosts where we put 
the cardboard cut-outs. Pretty 
much the way they did the origi¬ 

sal where the house from the 
James Stewart film, HARVEY, 
was used as the exterior of the 
old, haunted Applegate man¬ 
sion. “I tried to create a Spiel- 
bergean world by going to Uni¬ 
versal,” McNamara admitted. 
“The same place where they 
shot BACK TO THE FUTURE. 
I wanted to create that world 
that sometimes you just don’t 
get if you go into the real world. 

£<l tried to create a Spiel bergean 
world by shooting at Universal,” 

Sean McNamara admitted. “I wanted 
to create that world that’s a 

little too real, a little too harsh.” 



ing to appear. Then we'd have 
to rehearse it and shoot it. 

“Another tricky thing is 
when you’re working with ac¬ 
tors who are reacting to some¬ 
thing that’s not there are the eye 
lines. You have to be careful 
that it will look realistic in the 
final print." 

One of the problems facing 
McNamara on this film is one 
that can plague any produc¬ 
tion—especially one with a 30- 
day shooting schedule: Kids. “1 
deal a lot with kids,” said the 
director. “Shooting kids before 
summer is always a timing 
problem because they’re only 
allowed on the set a certain 
amount of time. When your star 
is a kid. you get them for five- 
and-a-half hours and then they 
have to be in school. It’s hard to 
work around that. You just have 
to shoot scenes with kids in the 
morning and adults in the after¬ 
noon or vice versa. You have to 
schedule it, light it and have it 
all ready to go, then walk the 
kids out on the set and shoot 
them. When I work with kids I 
usually shoot them in summer 
because they’re allowed to be 

Steve Gutenberg, Barrett, and 
schoolteacher Lori Laughlin facing 

the menace of urban sprawl. 

on the set for two more hours a 
day. They have to have break 
time, but at least they don’t 
have to have school time. In 
CASPER, I had five kids in ma¬ 
jor roles; the lead little boy, the 
three bullies and a little girl 
bully.” 

While Casper was a luke¬ 
warm cartoon character in the¬ 
atres, he was a success on televi¬ 
sion. So, it seems appropriate 
that he has come full circle, re¬ 
turning to the small screen where 
he was most successful. 

DIGITAL EFFECTS 
OCS, the new CGI kid on the block, went 
after CASPER and won the project. 

OCS/Freeze Frame/Pixel Magic supervisor 
Raymond Mctntrye Jr. matching ILM’s CGI work 

on the original for a fraction of the cost. 

By Dan Scapperotti 

A CASPER feature, by 
its very nature demands a 
huge amount of special ef¬ 
fects. ILM had delivered 
the effects for the 1995 
Spielberg-produced film, 
but the DTV budget of the 
sequel prohibited the use 
of that mega-effects studio. 
Instead, the job went to a 
new kid on the effects 
block, OCS/FreezeFrame/ 
Pixel Magic, a full service 
digital film facility based 
in Toluca Lake, California. 
Heading the project was 
vice president Raymond 
McIntyre Jr. 

OCS got it’s feet wet when it 
jumped into the effects pond for 
HOME ALONE II. It seems 
that airlines are a bit touchy 
about showing in-flight movies 
that prominently display the 
names of rival carriers. Airline 
video releases are routinely re¬ 
vamped to rid them of offend¬ 
ing scenes and language which 
may offend passengers as well 
as rival logos that may offend 
airline executives. HOME 
ALONE II was awash in Ameri¬ 
can Airlines planes and termi¬ 
nals. In stepped McIntyre and 
his staff. 

“Using our computers we 
took the words American Air¬ 
lines off wherever you saw it,” 
said McIntyre. “On walls, on 
jacket patches, ticket counters. 
On the plane we removed the 
name as well as the tell-tale red 
and blue strip and just made it 
two blue strips, to become a 
nondescript airline. On airline- 
specific releases that happens 
all the time. All of the other air¬ 
lines wouldn’t display a movie 
that is advertising for another 

airline.” 
The effects house has also 

worked on BATMAN FOREV¬ 
ER, ERASER, BROKEN AR¬ 
ROW as well as INDEPEN¬ 
DENCE DAY. OCS created the 
high-speed Grand Canyon se¬ 
quence where Will Smith flies 
his F-I8 while pursued by an 
alien craft. 

McIntyre’s company wasn’t 
even considered for CASPER 
when the bidding process be¬ 
gan, “1 heard that a direct-to- 
video sequel was being made," 
he said, “So I found out who the 
producer was and we took it up¬ 
on ourselves to make tests. We 
modeled Casper from watching 
the movie, the one ILM did for 
Universal. We composited him 
into a scene we just happened to 
have. We are not known for 3D 
character animation. This was 
our biggest project. What we 
did for the test was have Casper 
fly into a room, come up to the 
screen and say ‘Hi, I’m Casper.’ 
We even digitized the voice 
here at our facility. We called 
them up and we showed them 
the tests.” 

The producers were im¬ 
pressed and gave the ef¬ 
fects house some additional 
suggestions. Together with 
his lead artist, Ken Wilder, 
McIntyre spent five days 
working on their sugges¬ 
tions. “We took it back to 
them and they were very 
impressed,” he said. “We 
won the project.” 

CASPER, A NEW BE¬ 
GINNING called for a total 
of 350 effects shots and 35 
minutes of 3D character 
animation. “We’re doing 
everything, not only the 3D 
character animation,” 
McIntyre said. “So all the 

compositing, wire removals, all 
the stuff that needs to be done, 
we are doing here.” 

Along with Casper himself, 
the Ghostly Trio makes a return 
engagement along with some 
new spectral faces, including 
Kabosh, the main ghost trainer. 
“In total we’re doing ten ghosts 
with lines and animation and 
then we have some generic 
ghosts that are just back¬ 
ground," said McIntyre. “We al¬ 
so designed the ghost train.” 

The producers originally en¬ 
visioned Ghost Central Station, 
where Kabosh trains new ghosts 
like Casper, as a practical set, 
but McIntyre showed them 
some tests of a complete CGI 
set and they loved it. The use of 
a fully CGI environment for 
Ghost Central Station allowed 
OCS 100% control of the cam¬ 
era, pulling out any limits on 
what they could shoot. 

“So we built Ghost Central 
Station ourselves,” McIntyre 
said proudly. “It’s 100% our 
design and the same with the 
train. We created that, too. It 
has a train engine, two passen- 
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Kabosh. a new ghost character in the prequel Is voiced by James Earl 
Jones, in charge of ghost training, putting Fatso through his paces. 

U| found out who the producer was,” 
Raymond McIntyre Jr. said. “We 
modeled Casper from the movie 

ILM did and made a composite test 
of him into a scene we had.*5 

ger cars and a caboose. We did 
them as real structures. On 
Ghost Central Station you can 
sec the bricks. It’s not a car¬ 
toon, but it’s not 100% real ei¬ 
ther, because this is a place 
where only ghosts go. It’s very 
ghostly. There’s fog around 
and everything kind of glows. 
It has a look all to itself, but it’s 
based on a real building, with 
glass windows and walls and 
all that kind of stuff. It was a 
collaboration between myself, 
Ken Wilder and Jim Gorman. 
They were responsible for ac¬ 
tually creating it in the comput¬ 
er. The design was a collabora¬ 
tion.” 

Since CASPER, A NEW 
BEGINNING was so effects- 
laden, McIntyre, as the effects 

supervisor on the film, had to be 
on set when they shot every¬ 
thing, including principal pho¬ 
tography. 

For the 3D work McIntyre is 
using the Lightwave 3D Version 
5.0 software by Newtech Inc. 
“We are primarily running that 
on Windows NT platforms on 
the DEC Alpha hardware,” said 
McIntyre. “We also have some 
Pentium-based Windows NT 
machines. For compositing and 
wire removals we use the Ci- 
neon Digital Film System. The 
Detailer allows us to paint tex¬ 
ture maps right on to 3D objects 
such as the Ghost Train and 
Ghost Central Station.” 

One of the set pieces for 
CASPER, A SPIRITED BE¬ 
GINNING is a protest rally 

staged in front of Applegate 
mansion, where Casper takes up 
residence with the Ghostly Trio. 
The ghosts show up amid all the 
protesters and start scaring 
everyone away. They drive a 
bulldozer and crash into a car 
and create all kinds of havoc. 
“For those scenes we prepared a 
bunch of [effects),” said McIn¬ 
tyre. “Sometimes the ghosts are 
visible, sometimes they’re in¬ 
visible. When they’re invisible 
there are a lot of wire removal 
gags in there.” 

The climax finds Chris, the 
young boy befriended by 
Casper, trapped in the house 
with a bomb about to go off. It 
becomes a race against time to 
save him. “Suddenly, the effort 
is to save him and not destroy 
the house,” said McIntyre. 
“Casper swallows the bomb in 
an effort to save the house from 
blowing up. He contains the 
blast inside himself which only 
a ghost can do. Kabosh who, 
throughout the movie, is after 
both Casper and the Ghostly 
Trio, because Casper never got 
processed and the Trio got 
processed but don’t follow his 
rules, finally catches up with 
them. When Casper swallows 
the bomb he comes up with this 
extremely scary face as a result 
and all this smoke and stuff 
spewing out of him, he scares 
Kabosh so thoroughly that he 
realizes that Casper is well- 
trained in being a ghost, and the 
Trio has trained him, so he 
doesn’t go after them any¬ 
more.” 

On set, cardboard cutouts 
that were approximately the 
size of the ghosts were used in 
rehearsals. “This gave the ac¬ 
tors an idea where their eye 
lines should be,” said McIntyre. 
“We would rehearse the actors 
with the pieces and we would 
go through the entire scene so 
they would know what they 
were doing and how the move¬ 
ment would occur and things 
like that. Then we would actu¬ 

ally shoot it on film once like 
that and then instantly remove 
the cardboard cutouts and the 
actors would repeat the perfor¬ 
mance as best they could with 
no cardboard cutout in the 
scene. That way they’d be 
working around the area left for 
us to put the ghosts in, in post. 
We had eye line references to 
where we wanted them to 
look.” 

The ghost train transports Casper at 
the beginning (above), CGI by OCS. 
Kabosh haunts Applegate Mansion. 

Wires, green rods and prop 
personnel dressed in full green 
suits against green screen were 
all used to make the invisible 
antics of the ghosts possible. “If 
we needed a bowl of fruit to fly 
across the room,” said McIn¬ 
tyre, “someone in this full green 
suit would carry the bowl as if 
the ghosts were doing that. 
Then we will remove the green 
screen actor and there will be 
the plate all by itself.” 
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Massacre iv 
McConaughey and Zellweger as 
stars get indie film into theaters. Leatherface, the franchise's marquee 

character, returns to the screen, this time 
played by actor Robert Jacks. 

By Jay Stevenson 

When THE RETURN OF THE TEXAS 
CHAINSAW MASSACRE screened at the 
American Film Market in February 1995, 
one observer (who admittedly was there to 
plug his own competing product) pro¬ 
claimed that the film could not possibly 
receive a theatrical release. Despite this 
proclamation, the film was picked up in July 
of that year by Cinepix Film Properties, one 
of Canada's leading specialized distributors, 
which was in the process of moving into the 
American market with films like THE 
YOUNG POISONER S HANDBOOK and 
Roberto Benigni’s excellent IL MOSTRO/ 
THE MONSTER (not a horror film but a 
comedy about a poor fool mistaken by the 
police for a serial killer). The fourth install¬ 

ment in the CHAINSAW saga next ap¬ 
peared as a blip in Daily Variety's box office 
coverage, the industry trade paper noting 
that a small regional release had failed to 
place the film among the paper's listing of 
Top 60 earners for the week. After that (and 
a title change to THE TEXAS CHAINSAW 
MASSACRE IV), the film seemed destined 
for video oblivion, but then fortune smiled 
in a most unexpected way. 

Among the film’s cast of unknowns 
were two up-and-coming newcomers, who 
advanced down amazingly similar career 
progressions. Each went on, separately, to 
appear in both a respected art house effort 
and a major Hollywood blockbuster: top¬ 
billed Rene Zellweger co-starred in THE 
WHOLE WIDE WORLD and JERRY 
MAGUIRE; Matthew McConaughey 

played a supporting role in John Sayles" 
well-received LONE STAR and also leapt 
to box office stardom as the lead in A TIME 
TO KILL. Now, with McConaughey co- 
starring in July’s high profile science- 
fiction pic, CONTACT, the time was ripe to 
exploit the subsequent fame of the two stars 
who had begun their film career in a little 
flick made in Texas. 

“Distributors would rather not take the 
risk that they were once forced to,” 
acknowledged the film’s writer-director, 
Kim Henkel, it’s a tough struggle, which I 
realized after 1 completed the film and was 
trying to find a suitable distributor for its 
theatrical release.” 

Henkel, who co-wrote THE TEXAS 
CHAINSAW MASSACRE with director 
Tobc Hooper, had been effectively separated 

Left: Following in the footsteps of Its own 
successors In the slasher genre (e.g. PROM 

NIGHT), the new film serves up a group of teens on 
graduation night as victims. Below: Kim Henkel, 

who co-wrote the original TEXAS CHAINSAW 
MASSACRE, returns to the series as writer-director. 



The third sequel (originally titled RETURN OF THE TEXAS CHAINSAW MASSACRE) repeats many motifs 
and Images from its progenitor. In this familiar scene, the hapless heroine escapes from the crazed 

chainsaw family by crashing through a rooftop window and jumping to the ground below. 

from the first two sequels, although he docs 
receive a credit on LEATHERFACE: THE 
TEXAS CHAINSAW MASSACRE III. 
“What happened on II and III was awful, so 
when (here was an opportunity to get back 
involved, 1 really wanted to do this,” said 
Henkel, who resecured the rights from New 
Line Cinema after being displeased with 
their treatment of him on LEATHERFACE. 

Of his limited involvement with that 
film, Henkel claimed New Line was simply 
meeting its contractual obligation. “What 
happened was they met the letter of the 
agreement about the script,” he explained. 
“After they did the picture, there were cer¬ 
tain aspects of that agreement they wanted 
to renegotiate, and we just simply refused. 1 
think they were a bit offended by our re¬ 
fusal to play ball with them. In a certain 
amount of time they were obliged to do 
something further to retain their rights, or 
lose them, and they just let it lapse.” 

With rights to the franchise back in his 
hands, and without studio interference, 
Henkel wanted to return to the independent 
spirit of the first film. “When we did the 
original, Tobe and I were just a couple of 
kids. We didn't have the inhibition you have 
when you work in the Hollywood system; 
we didn't have the kind of things that go on 
that tend to homogenize things, so we had a 
very personal investment in it, and it was 
something that we did ourselves.” 

Believing that the first two sequels had 
not advanced the scries, Henkel went back 
to the formula of the original, rather than 
making a true sequel that continued the sto¬ 
ry. What Henkel thought he could bring to 
freshen up the fourth installment was most¬ 
ly a matter of characterization, especially in 
terms of emphasizing the “relationships of 

the chainsaw family. Even the victims 
arc—though this could not be called a prob¬ 
ing character study, you quickly get to 
know and have a sense of them, not only as 
cliches of teenagers but something a little 
bit beyond that, so that we have feeling for 
all of them." 

Henkel admits that his approach 
amounts to almost being a structural re¬ 
make of the first film, with a new cast of 
characters. The question was how to tailor 
such a film for a new audience, which had 
already been conditioned to expect certain 
elements because of their familiarity with 
the first film. Especially difficult was 

66 Distributors would 
rather not take the risk 
they were once forced 

to. It’s a tough struggle, 
which I realized after I 
completed the film. J > 

-Writer-director Kim Henkel— 

matching the shock impact of the original, 
whose raw power and visceral impact was 
like nothing audiences had seen before. To¬ 
day, however, over two decades of slasher 
films have conditioned fans to the point 
that it's more difficult to catch them by 
surprise. How can CHAINSAW IV possi¬ 
bly impact them in a way to match the 
original? 

“With a picture that's a sequel, it’s a 
problem. The way 1 approached the prob¬ 
lem was that 1 felt like what had followed 
really did not understand what made the 
first one work or what was effective about 
it. I think there was a focus on a certain as¬ 
pect of it, but it was not particularly effec¬ 
tive to me. There was a core of what made 
the first one work, and I tried to take that a 
little bit further. It’s not a kind of quantum 
leap that you took when you saw the origi¬ 
nal, but I think it's very difficult to make 
that kind of leap with a sequel. If I were 
going to attempt that, I would have to do a 
different sort of film than what I have done, 
one that was more like a true sequel. It may 
take a pretty large leap. 1 think that this film 
will be to many people just what they 
would want and expect, but at the same 
time be utterly unexpected.” 

The presence ot Rene Zellweger, who later co-starred in the box office smash JERRY MAGUIRE, helped 
give CHAINSAW IV the star value needed to earn a theatrical release in these direct-to-video days. 

57 



A welcome return to the 
medium ’s cartoon roots 

Hercules 
A Hum* Viita rrtrair of a Wall lliuty pkfirt. *2 
mini. b't7> Produced by Alice Dr*ry> Johm Masker 
& Kor Cltafiti. Ilireclor, Joha Muskrr, ftoa 
< Irmrali Mask and icnrr, Alia Menken. Ljrici, 
David /ippel. Pnidut tioa designer. (kfiW Scarfe. 
Art director, Aady Caikili Slory aaimalioa tuperri- 
mr, Barry Johanna* Screenplay by ( Irmnli, 
Miitkrr. Bob Skaw. Donald Sic Karp, [rear SI ere hi. 

Hrrrtllr* __„„„Tale Donovan 
Votind Hdrain_m,i- __Jmb Kralnn 
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by Mike Lyons 

As HERCULES opens, Charl- 
ton Heston's voice booms over the 
soundtrack, expounding on ancient 
Greece, until he’s interrupted by 
the Muses. This Greek chorus, in 
the guise of a Motown girls' group, 
tells Heston they'll take over nar¬ 
ration duties, to which the actor 
replies, "You go girl!” At this 

point. HERCULES yanks the rug 
out from under audience expecta¬ 
tions and for the next ninety min¬ 
utes takes them on a wonderfully 
frenetic ride that is, quite possibly, 
the funniest film ever from Walt 
Disney Feature Animation. 

This no surprise, given that 
HERCULES* directors, John 
Musker and Ron Clements, also 
helmed I993’s ALADDIN. This 
time, however, the filmmakers 
have outdone themselves. From 
the skewed look derived from 
artist Gerald Scarfe (which seems 
right at home in Greek mythology) 
to the barrage of one-liners, puns, 
and pop-culture references, HER¬ 
CULES is constantly nudging its 
audience in the ribs, pushing them 
to have a good time. 

To its credit, the film manages 
some quieter moments, too, as 
well as a tremendous amount of 
character development. Though 
hysterically caricatured. Here's 
satyr trainer (perfectly voiced by 
DeVito) is given a vulnerable, 
washed-up side, ingeniously uni- 

In a light-hearted touch typical of the approach Disney took to HERCULES, 
the mythic muscleman gives his loyal flying horse Pegasus a high-five. 

mated by Eric Goldberg. Equally 
stunning is the headstrong hero¬ 
ine Meg. as Susan Egan's sexy 
voice is paired with Ken Dun¬ 
can's sly, sultry animation. Then 
there is the scene-stealing Hades, 
Lord of the Underworld. With 
James Woods' hilarious delivery 
(he refers to Zeus as “Mr. ‘Hey 
you. get off of my cloud!”’), ani¬ 
mator Nick Ranicri has fashioned 
what could almost he an animated 
version of a GOODFELLAS cast 
member—sinewy smooth one 
minute, a ball of fire the next. 
Wrapping all this together is a 

change-of-pacc, infectious 
Gospel score by Alan Menken 
and David Zippel. 

Despite a disappointing final 
confrontation between Hades and 
Mount Olympus (it seems left 
open for one of Disney’s made-for- 
vidco sequels) HERCULES ropes 
us in and pulls us along gleefully. 
Just as the subtle realism of POC¬ 
AHONTAS and the somber tone of 
HUNCHBACK served as great ex¬ 
pansions to the world of anima¬ 
tion, HERCULES serves as a wel¬ 
come return to the medium’s car¬ 
toon roots. □ 

The Dark Knight fades out 

Batman and Robin 
A Warner Brm, release. l>0 minx. Produced by 
Peter Mic|rr|or-HralL Mfruliae producer*, Ben¬ 
jamin MrIttikrr, \lii hart K, 1'slan. Director. Joel 
Schumacher. Eimrri, Hlrphen (inldblatt. Editor, 
Dennis Vlrklcr Production designer. Barbara Ling. 
Art direction. liroff Hubbard. Visual rffrets. John 
Iklotra, Mink, KJtiol Lddrnthil. Screenplay by Aki¬ 
ta Uoldunaa. bawd on Kalman character* crealrd by 
Hob kiH and puMbhed by DC i’omfci. 

Mr. Kree/e-Dr. Victor Krtr*—Arnold Sciroarfrnrggrr 
Hitman Hrutr Wayne,...-.(ieorgr Cleaacy 
Muhin Dkk Gisjmb^-—Chrk O'Donnell 
f'mvoti lit Dr. Pamela tsiey..-t'ma Thurman 
Ha [girl Barbara Wfrob  .JUMn tiflientnnr 
Vlf red Penny a orth .... .M ic hael t •* >ugb 

I iimmhxmnt-r (iortka----—*„..„Pat Mingle 
Hr Jiuih ViiKkli...John (ibm 
Julie Madiutn--Ole MacphtfMt 

by Steve Biodrowski 

This is the kind of movie that 
elicits critical mantras about “great 
visuals” and “weak script.” But, 
truth he told, the visuals arc terri¬ 
ble. For all the flash and clutter, 
very little is actually happening, 
and what little we do see is highly 
repetitive—of previous BATMAN 
films and of this film itself. Some 
good images do arise during the 
confusion (Mr Freeze's miniature 
ice sculpture of his catatonic 
bride), but director Joel Schu¬ 
macher isn't smart enough to rec¬ 
ognize and emphasize them, so 
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they flit by in the blink of an eye, 
while the camera lingers on less 
interesting shots instead. 

The story by Akiva Goldsman 
is the jumbled mess we’ve come to 
expect. As in BATMAN FOREV¬ 
ER, we get one villain too many— 
in this case. Poison Ivy (Thurman), 
who never interacts with Freeze in 
an interesting way. The characters 

have too little in common (besides 
being villains) for them ever to 
form a partnership—Ivy wants 
plants to dominate the world, but 
Freeze’s modus operandi would 
destroy flora as well as fauna. 
While the film takes half its run¬ 
ning time to bring these two to¬ 
gether. the story desperately piles 
on other elements without develop¬ 

ing any of them: Alfred is seriously 
ill; his niece shows up and eventu¬ 
ally becomes Batgirl. to no great 
effect; and Batman and Robin ar¬ 
gue about the terms of their part¬ 
nership. None of it amounts to any¬ 
thing. hut it does pad the running 
time past two hours. 

Clooney can't do much with the 
role, which has been robbed of the 
psychology that made the character 
interesting. O'Donnell’s youthful 
gung-ho is one-note, and Silver- 
stone barely registers in her bat- 
costume. Series regulars Michael 
Gough and Pat Mingle do what 
they can. Thurman's vamping is, 
surprisingly, unseductivc (she is 
hardly helped by her ridiculously 
unsexy costumes). Only Schwarze¬ 
negger comes across well. Working 
under some impressive makeup, he 
captures the flare necessary to 
bring comic book villainy to the 
screen, even as he manages to 
show a hint of the humanity hiding 
beneath the cold veneer. If only the 
film had focused on him and a 
more dramatic conflict with Bat¬ 
man. then this might not have been 
the worst film in the series. 

Batman (Clooney) and Robin (O’Donnell) are joined by Batgirl (Silverstone) in the 
latest adventure ot the caped crusaders—another overcrowded, contused affair. 



BORDERLAND BUDDY, ROUGH MAGIC 
By Anthony P. Montesano Two Hollywood legends cross into the borderland. 

Rene Russo stars In Henson Pictures' lanciful take on a true story, BUDDY. 

Two modern Hollywood leg¬ 
ends recently lent their n;imcs to 
Borderland projects. Francis Ford 
Coppola executive produced 
BUDDY, and ROUGH MAGIC 
was produced “in association 
with" Martin Scorsese. For Oscar- 
winner Coppola, who last directed 
Ihc misguided JACK. BUDDY is 
actually a step up, but what was 
the director of RAGING BULL 
and TAXI DRIVER thinking? 

The derivative BUDDY (Co¬ 
lumbia. 6/97; 84 mins; PG) is a 
well-intentioned and occasionally 
enjoyable film which unsuccess¬ 
fully attempts to weave the novel¬ 
ty of MIGHTY JOE YOUNG 
(1949) with the sentiment of E.T. 
{1982) and the hijinks of BED¬ 
TIME FOR BONZO (1951). 
Based on the true story. “Animals 
Are My Hobby” by Gertrude 
Davies Linlz. BUDDY is told with 
the golden glow of a fanciful bed¬ 
time story. Once upon a time, a 
seemingly childless and well-to-do 
couple living in 1940s upstate 
New York turned their palatial es¬ 
tate into a habitat for a menagerie 
of animals. Linlz (Rene Russo), 
who narrates the proceedings with 
nostalgic longing, unabashedly de¬ 
fends her whimsical fantasy to be 
queen of the jungle and live 
among the animals. One day. when 
she hears of a pneumonia-stricken 
infant gorilla at a Philadelphia zoo. 
she takes it upon herself to raise 
the animal as she would a human 
child, naming it Budda (Buddy for 
short). He quickly becomes her fa¬ 
vorite (much to the mischief and 
jealousy of the resident chimps). 

Lintz sees humanity in the go¬ 
rilla. and she is not alone. "His 
eyes are not those of an animal.” 
says a priest who visits Buddy 
backstage at the World's Fair. But 
alas. Buddy eventually strikes out 
from his wild side, and Lintz real¬ 
izes that while he may have the ca¬ 
pacity to love. Buddy is simply not 
domestically controllable. The 
film (which was marketed as a 
family film but contains scenes 
that may scare very young chil¬ 
dren) was produced by Coppola's 
American Zoetropc along with Jim 
Henson Pictures and sports Oscar- 
worthy make-up effects from Jim 
Henson’s Creature Shop. 

ROUGH MAGIC (Goldwyn. 
4/97; 104 mins; PG-13) doesn't 
know what it wants to be and, as 
a result, ends up being not much 

of anything. Falsely advertised as 
a film noir. this effort—which 
was directed by Bernardo 
Bertolucci's wife. Clare Peploe— 
has so many problems it’s diffi¬ 
cult to know how to start listing 
them. Filtered through the offbeat 
sensibilities of a David Lynch, 
the film might have approached 
the quirky edginess for which it 
seems to be striving. But as is— 
with recently turned witch Brid¬ 
get Fonda turning a Mexican 
would-be-rapist into a sausage, 
which is swallowed by a dog who 
later dies but is brought back to 
life by a magic elixir, only to talk 
like the would-be rapist, until he 
is pulled from the dog's stomach 
and restored to human form, only 
to begin dancing in the middle of 
a botched wedding taking place 
beneath a neon facsimile of an 
atom in a Uranium museum 
owned by the jilted, murderous 
groom who ends up falling in 
love with his male valet—the 
film is simply a mess. Along the 
way. Fonda lays a blue egg which 
hatches a tarantula; makes loves 
while floating above the bed; 
spits out her heart in a toilet only 
to watch it turn into a playing 
card; strikes a man dead by com¬ 
mand; and witnesses the murder 
of her mentor magician friend 
who later turns into doves and re¬ 
turns as a taxi driver. 

A short sequence, in which 
Fonda travels by boat to a remote 
region of Mexico and initiates her¬ 
self with local witches who infuse 

her with magical power, actually 
works quite well. Had the rest of 
the film maintained the quality of 
those scenes. ROUGH MAGIC 
might have been walchable. As it 
is. the film is for rabid Bridget 
Fonda fans and lovers of boring 
campy schlock only. 

In the playfully macabre spirit 
of Alfred Hitchcock’s 1955 THE 
TROUBLE WITH HARRY. 8 
HEADS IN A DUFFEL BAG 
(Orion, 4/97, PG-13) is a dark 
comedy preoccupied with dead 
body parts. Gangster Joe Pcsci is 
handed the task of delivering a bag 
with the heads of eight slain mob¬ 
sters to the Cappo who ordered the 
hit. Not unexpectedly, this bag is 
mixed up at the airport. You get the 
idea. Three-quarters of the way 
through, the film pays an uninten¬ 
tional one-minute campy tribute to 
NIGHT OF THE LIVING DEAD. 
Pcsci's dreams are haunted by the 
decapitated bodies of the victims, 
which crash through the walls to 
attack him in his bed. This momen¬ 
tary horror is offset by the bodiless 
heads, which come alive on the 
table and harmonize an a cappella 
version of “Mr. Sandman." 

With AUSTIN POWERS: IN¬ 
TERNATIONAL MAN OF 
MYSTERY (New Line. 5/97; 89 
mins; PG-13), actor-writer Mike 
Myers (WAYNE'S WORLD) has 
created a perceptive and funny par¬ 
ody of James Bond and THE 
AVENGERS that also sends up 
'60s bubblegum movie-making. As 
both the unlikely sex-symbol-mas¬ 

ter spy anti his arch nemesis Dr. 

Evil. Myers a\so paysYromage \o 
DR. STRANGELOVE, OR HOW 
I LEARNED TO STOP WORRY¬ 
ING AND LOVE THE BOMB In 
fact. AUSTIN POWERS is a bag 
full of small pleasures, inside jokes, 
and pop trinkets: action is routinely 
interrupted by snippets of psyche¬ 
delic musical dance numbers; the 
James Bond characters of Pussy 
Galore and Odd Job are replaced 
with Alotta Fagina and Random 
Task; the film revels in visual sexu¬ 
al references while poetically 
avoiding nudity—all while Powers 
utters phrases like "shag-a-delic ba¬ 
by.” Burt Bacharach (Powers* fa¬ 
vorite singer) shows up as himself 
singing atop a double decker bus in 
Las Vegas. Powers back flips into 
his British flag-painted convertible. 
And Fembots—female robots who 
shoot from the breasts—succumb 
to the inexplicable charm of Pow¬ 
ers stripping to the song “1 Touch 
Myself." Other action scenes play 
out to the ’60s camp classics “Se¬ 
cret Agent Man" and “These Boots 
are Made for Walkin’.” 

Sound like a mess? On paper, 
maybe. But Myers pulls it off. The 
plot, such as it is, starts in 1967, 
when Dr. Evil cryogcnically 
freezes himself and launches into 
orbit in a Bob's Big Boy for 30 
years. Powers is also frozen. 
When Dr. Evil returns in 1997. 
Powers is thawed out to hunt him 
down. But the film is not con¬ 
cerned with plot; it’s focused on 
individual, at times disjointed, 
moments, What happens, for ex¬ 
ample, if the camera doesn't cut 
away when the villain begins his 
evil laugh? When Powers and his 
partner Vanessa Kensington (the 
alluring Elizabeth Hurley) arc fi¬ 
nally captured by Dr. Evil, why 
doesn't he shoot them (as his son 
suggests) rather than slowly lower 
them into a pool of mutant sea 
bass? How can an evil villain take 
over the world if his henchmen 
don't keep him up to date on 
“frickin”’ world developments 
like the divorce of Prince Charles? 
Will the hopelessly antiquated Dr. 
Evil ever reconcile with his '9Qs- 
style son. while attending a father- 
son support group moderated by 
Carrie Fisher? And what ever hap¬ 
pened to Gary Coleman and Vanil¬ 
la Ice anyway? AUSTIN POW¬ 
ERS delights in these and many 
other absurd moments. 
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In FACE OFF, FBI agent Sean Casey, who is wearing the face of terrorist Castor 
Troy (Nicolas Cage) lor an undercover assignment, is taunted by the sight of 
his own face (John Travolta), and wedding ring, transplanted onto his enemy. 

FILM RATINGS 
Must see 

• •• Excellent 

• • Good 

• Mediocre 

O Fodder for MST-3K 

Face Off 
QlndR John Woo. Wrilrrv Mike Wrrb & Mkkod 
Mklurl t'dlon, PinmMiuiiL R. Wiih: John Ikm* 

*olU, Nfrotwi La**, Jruo Alirn, Gin* (rfnkw. V.CJL 
PtXlDdfT, MintlfTt ikx 

Hollywood finally lei John Woo 
make a John Woo film. This is both a 
good and a had thing. The force of his 
talent is truly amazing to watch when 
allowed free rein, but the excess docs 
eventually reach absurd levels. Thus, 
his previous two American films were 
something of a trade-off—not as excit¬ 
ing as his Hong Kong work, but not as 
silly, either. Although both HARD 
TARGET and BROKEN ARROW 
showed signs of the talent that gave us 
HARD BOILED and THE KILLER, 
they were relatively restrained and de¬ 
personalized efforts that bore less re¬ 
semblance to his hard-hitting llong 
Kong flicks than did the work of some 
of his imitators (DESPERADO, AS¬ 
SASSINS). Now. Woo comes out with 
both barrels blasting: all the stylistic 
excess is there, and the script even 
echoes the themes of his earlier work. 

The plot revolves around a typical 
Woo conceit—the identification of the 
hunter with the hunted—but in this case, 
it is pushed to fantastic extremes. Travol¬ 
ta begins by playing Sean Casey, an FBI 
agent obsessed with tracking down ter¬ 
rorist Castor Troy, initially played by 
Cage. In a series of plot contrivances, 
Troy is left in a coma (after a brilliantly 
staged action set-piece), and Casey must 
undergo a radical surgical process to give 
him Troy's face, so he can dupe Troy's 
brother Pollux (Alessandro Nivola) into 
revealing the location of a bomb. Pre¬ 
dictably, Troy emerges from his coma, 
forces the surgical team to give him 
Casey’s face, and (now played by Travol¬ 
ta) takes his place. The real Casey (now 
played by Cage) must escape prison and 
put a stop to his alter ego. 

Typical for Woo. the sheer force of 
the imagery is supposed to carry view¬ 
ers past plot absurdities (c.g., using 
blood type rather than fingerprints to re¬ 
veal the true identities), while at the 
same time, the director wants the audi¬ 
ence to buy into the emotional lives of 
his obsessed and haunted characters. To 
a large extent, he achieves this (with 
fine help from Cage and Travolta in the 
gimmicky roles), but he is also undone 
by his unfortunate video game mentali¬ 
ty: all the extras and stunt men serve as 
sacrificial pawns in the chess game be¬ 
tween to the two leads (unlike DIRTY 
11ARRY. you know who the winner is in 
a Woo movie because he kills his oppo¬ 
nent, not because he saves innocent 
lives). Ultimately, the film reaches some 
kind of overload, after which it becomes 
difficult to feel any real suspense. Thus, 
Woo falls short of the ambition 
achieved in Michael Mann's master¬ 
piece HEAT, which had just as much 
action but never lost sight of the story’s 
humanity. 

• •• Sieve Biodnmski 

Men in Black 
nimlhr, Barry Sonncafeld, Script: Ed Solomon, 
bavnj on iht comic book b% I o»rll < unnin^hiini. Co* 
lumbirn, 7*7. W tnjov Pf i*l J. With; Tommy Ixc J<mrv 

W ill Smith. 1 ioda Ftacmtiwi. Rip Torn. 

Although makers of MEN IN 
BLACK deny comparisons to MARS 
ATTACKS, the film itself quickly 
draws its own parallel during the open¬ 
ing title sequence: in macro-closeup. a 
whimsically carloony dragonfly 
(achieved with CGI) flits down a road, 
accompanied by an amused Danny 
Elfman score. And, like Tim Burton's 
film, MIB takes a tongue-in-cheek ap¬ 
proach to aliens on Earth. But there the 
comparison ends. Whereas Burton 
sympathies were entirely for disen¬ 
franchised outsiders, MIB is the ulti¬ 
mate insider fantasy, in which the 
clique group is so exclusive that no 
one else knows it exists. In this scheme 
of thinking, common people are just 
plain too stupid to deal with the truth, 
so they must be kept in ignorance, 
while the secret society goes about 
keeping them safe from alien invaders. 
And all of this is portrayed as a good 
thing. 

What makes this condescending 
paternalism palatable is the sly sense 
of humor, the matter-of-fact deadpan 
tone treating every outrageous devel¬ 
opment as just the same old thing. The 
result, ironically, undermines any 
sense of reality, capturing a comic 
book fantasy tone far better than the 
overreaching but ultimately uninterest¬ 
ing production design of something 
like BATMAN AND ROBIN. Jones is 
dead-on perfect as the world-weary ex¬ 
perienced agent, and Smith is the per¬ 
fect comic foil as the new guy on the 
job; Rip Torn is also on target as the 
gruff boss, and Linda Fiorentino, 
though given little to do, does it well. 
Only Vincent D’Onofrio, as the villain, 
falls short—neither scary nor funny. 
And the conclusion falters a bit, setting 
up the sequel. Ultimately, this film is¬ 
n't quite as screamingly funny as it 
should be, but it comes damn close. 

• • • Sieve Biodrowski 

Art House 

Killing Grandpa 
Director: I'mr D’AngtetUk. Writtn: D*A*gMlU<i 
Eduardo Migttona. Arid Sic*r». Tara Rtleuing, ± *7. 
114 mini, Not raird. With; Krrdcrko l-uppi. Inn Ei- 
tnri, Laura Notts*. 

Sometimes it’s magic realism; 
sometimes it's just tedious. Mexican 
director Cesar D’Angiolillo appears to 
be going for the hot-house atmosphere 
of LIKE WATER FOR CHOCOLATE 
in his tale of how Don Marion (Lup- 
pi)*s hunger for life is restored by an 
enigmatic nursc-cum-bru/ti (Estevez). 
But the hclmcr can barely raise the 
temperature to lukewarm, much less 
get a boil going under his predictable 
and strangely detached scenario. 
Maybe part of the problem is cultural: 
one gets the feeling that D'Angiolillo 
wants us to be scandalized by the May- 
Deccmber romance between the don 
and nurse Rosita (or at least by the les¬ 
bian relationship that the don’s grand¬ 
daughter [Novoa] is apparently having 
with her motorcycle-riding girlfriend. 
On our side of the border, however, the 
immediacy of these dilemmas doesn't 
quite come across. More critical, 
D'Angiolillo seems loathe to indulge in 
the kind of audacious drama and vivid 
imagery that magic realism needs to 
truly come alive; the closest he gets is 
some eleventh-hour symbolism that 
anyone who’s seen THELMA AND 
LOUISE will smell a mile away. Pas¬ 
sionless and slow, the only magic 
KILLING GRANDPA can conjure is 
the ability to lull its audience into a stu¬ 
por. • Dan Persons 

Made-for-Television 

Robin Cook’s Invasion 
INrrclor: Armimd Mailralaaal. Script; Racket 
S. O'Hubmb. freai thr Hid bi Kobia t ank. SBt’-TV, 
4 97. 4 bn., ( cmacrriib. With: Lake Pern. Kim 
l •linll. Krbmi t.aikran. (Krntoplwr Orr. 

This is another alien invasion story, 
without many fresh twists. The basic 
concept is that a virus comes to Earth, 
needing human hosts to replicate. Peo¬ 

ple with Rh positive blood slowly turn 
into alien beings, while those with Rh 
negative quickly die. Beau Stark (Per¬ 
ry) is the first to be infected (a la THE 
BLOB) and becomes a Pied Piper who 
leads his infected followers to wel¬ 
come the approaching invaders. His 
girl friend Cassie (Cattrall) avoids in¬ 
fection and leads six other rebels to 
seek a cure for the rapidly spreading 
viral infection. They finally use the in¬ 
ternet to seek help and track down Doc 
McCoy (Michael Warren), who has 
found a way to slow the rate of infec¬ 
tion. 

The characters are not well devel¬ 
oped, and the story seems old hat. The 
most novel concept is forsaking the 
cliche that the alien hive mind will lack 
emotion: Stark continues to love 
Cassie even after he is thoroughly 
transformed into an unsightly being 
whose outer skins falls off. But Cro¬ 
nenberg's THE FLY this is not. 
Scriptwriter Rockne S. O'Bannon once 
seemed a promising sf talent, creating a 
clever story about languages as a virus 
for the revived TWILIGHT ZONE sc¬ 
ries, but since then he has launched 
SEAQUEST DSV and now this piece 
of pablum. Whither originality? 

• llennis Fischer 

The Odyssey 
DiRriur: Aadvri KiMchriimfcfr Script: CM SoUnunt 
A KilckaUvafcr, from thr epic pntm by Ham*r. 
NBC-TV, 5*7. 4 hrv « commercial*, Wilh: Annind 
Aiiiilf. Grain ScsccM. Iinballn RouHlImi. Eric 
Robert*, Man StnutB. 

Director Konchalovsky, under ex* 
ec producers Francis Ford Coppola, 
Nicholas Meyer, and Fred Fuchs, has 
created a stunningly photographed, 
lightly plotted, and finely directed 
piece that makes use of its extended 
formal, rather than padding out the 
time like NBC’s ASTEROID. The 
story follows Odysseus (Assante) 
from his glory at Troy where he utters 
an insult to the gods; this causes Po¬ 
seidon to send him and his crew on a 
20-year journey to battle the ele¬ 
ments, deadly creatures, and magical 
spells in a desperate attempt to get 
back home. 

Every penny of the 535 million 
budget is on the small screen, making 
this a true epic—unlike so many other 
TV “epics," with cheesy effects and an 
overall cheapness in appearance. Kon¬ 
chalovsky, for all the cash and technol¬ 
ogy at his disposal, knows how to tell a 
story, and realizes when less is more, 
such as his vision of Odysseus’ disas¬ 
trous flight through a cavern housing a 
man-eating creature. Another director 
might have emphasized the monster, to 
less dramatic effect, but Konchalovsky 
focuses on the men, showing the crea¬ 
ture in quick glimpses and letting the 
sailor's screams and blood carry the 
scene, thus making a truly frightening 
sequence. 

The cast is uniformly excellent: As¬ 
sante cuts a fine figure as the classic 
hero: Scacchi. Roberts. Rossellini, and 
newcomer Alan Slenson breathe life in¬ 
to Homer’s timeless characters. This 
fantasy adventure should show all the 
HERCULES and XENA wannabes how 
it’s done. _ 

1 Frederick ( , S/e bin 
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CFQ BOOKSHOP MERCHANDISE ORDER FORM 

Order by Mail 
Check items below or list items 
on a separate sheet of paper. 
Please mail to: Cinefantas- 
tique, P.O. Box 270, Oak 
Park, IL 60303. Credit card or¬ 
ders (Visa and Mastercard only) 
should include signature, card 
number and expiration date 
Make checks payable to CINE- 
FANTASTIQUE. Foreign or¬ 
ders: please pay by credit card 
or international postal money 
order only (U.S. funds). Note: 
Refunds or exchanges are 
given for damaged merchan¬ 
dise only. No refunds are giv¬ 
en for subscriptions. 

Shipping Information 
All items are shipped U.S. Mail. 
Please allow six to eight weeks 
for delivery. Items are not nec¬ 
essarily shipped together. 

Shipping Charges 
There is no charge for back is¬ 
sues or magazine subscrip¬ 
tions. Please add per item: For 
binders and t-shirts: SI.50 
(U.S ). S3.00 (Canada/Foreign). 
Note: ILLINOIS residents add 
7.75% sales tax to all but 
magazine orders. 

FEMME FATALES 
SUBSCRIPTIONS 

□ 12 issues (US).$48 00 
□ 12 issues Can/Foreign.$55 00 
□ 24 issues (US).$90.00 
□ 24 issues Can/Foreign .....$100.00 

□ I am a new subscriber or a 

CFQ BINDER 
Keep your copies of Cinetan 

tastique in mint condition for years 
of enjoyment This custom binder is 
covered in luxurious, sturdy, sky- 
blue vinyl. Each binder comes with 
our unique design silk-screened on 
the cover and spine. Magazines are 
held in place with twelve wires tor 
easy non-mamng insertion and 
removal $10.95 

subscriber renewing tor 24 issues. 
Send me the Heather Elizabeth 

Parkhurst autographed photo free. 

FEMME FATALES 
BACK ISSUES 

(page 63) 
□ Vol 5 No 7.... ....$ B OO 
□ Vol 5 No 0 $ 8 00 
□ Vol 5 No 9. ....$ 8 00 
□ Vo! S No 10.... $ 8.00 
□ Vol 5 No 11 $ 8 00 
□ Vol 5 No 12.„ $20 00 
□ Vol 6 No 1.. ....$ 8.00 
□ Vol 6 No 2.. ....$ 8.00 

CFQ T-SHIRT 
inis is the original, attention- 

grabbing bestseller1 Made from a 
quality cotton-potyester blend and 
silk screened m brilliant long lasting 
white on jet black, this collectors T- 
shirt is an onginal CFQ design not 
available anywhere else. Be sure to 
order yours today. Please indicate 
size—small, medium, large and X* 
large. $9.00 

□ Vol 6 No 3  .8.00 

CINEFANTASTIOUE 
SUBSCRIPTIONS 

(page 2) 

□ 12 issues (US).$48.00 
□ 12 issues Can/For....$ 55 00 
Q 18 issues (US).$69 00 
□ 18 issues Can/For.$ 80.00 
□ 24 issues (US).A 90,00 
□ 24 issues CarVFor.$100.00 

□I am a new subscriber Send 
me the CFQ back issues I have 

FF BINDER 
Keep your copies of Femme 

Fatales in mint condition for years 
of enjoyment with our sturdy, high- 
quality binder Covered in cream- 
colored vinyl with the Classic 
Femme Fatales logo silk-screened 
on the front and spine. Magazines 
are held in place with twelve wires 
for easy non-marring insertion and 
removal $10.95 

checked free. (One back issue for 
12 issues or more—Two back 

issues for 24 ssues) 

CINEFANTASTIOUE 
BACK ISSUES 

Vol B No 23_ __n $ 20 00 
Vol10No2 .C ] $ 8.00 
VoMONoa. .c ]$ 800 
Vd 10 No 4 .-□$ 8-00 
Vd 11 No 1. . -C ] $ 15.00 
Vd 11 No 3 — 1$ 800 
VoM1No4. -c ]$ 8.00 
Vd 12 No 33_ -c ] $ 16.00 

Vol 12 No 4_□ $ 8.00 
Vd 13 No 1_Q $ 8.00 
Vd 13 No 2/3_a $2000 
VdlSNoS-□ $ 8.00 
Vd21 No 1.Q $8.00 
Vd21No5_□ $8.00 
Vd 24 No 5_$8.00 
Vd 26:6/27:1 Free ...a $14.00 
Vd 28 No3-□ Free -□ $ 800 
Vol28NoB_,Q Free.,4J $ 800 
Vd 28 No 9_-□ Free ...Q $ 800 
Vd 28 No 10_□ Free ...a $ 8 00 
Vd 28 No 11_□ Free...Q $8.00 
Vd 28 No 12 Free ...Q $ 8.00 
Vd 29 No 1_□ Free ...O $ 8 00 
Vol 29 No 2-□ Fiee...Q $8.00 

LOGO ITEMS 
□ The CFQ T-Shirt.$ 9.00 
□ Small [i Med [J Large DX-L 
□ The CFQ Binder.$10.95 
□ 3 Binder Special.$2895 
□ The FF Binder..$10 95 
□ 3 Binder Special.$28.95 
□ The FF T-Shirt.$10.00 

[] Large □ X-Large 

Order by Phone 
Visa / Mastercard Dial: 

1-800-798-6515 

The number above is a 24- 
hour answering machine. All 
customer service Inquiries 
should be directed to (708) 
368-5566, 

Twenty Thousand 
Leagues Under the Sea 
iHrrilnr: Kim) HardScript: Brian Nciun, baaed oa 
I hr nat rl toj Julr* Vrrnc, ABC-TV, 5/97, 4 hn. 
lommrmatv With: MirhaH ( liir, Patrick Ormpirt. 
Hr>an Hrm* n, Mia San, Aden air \kiaao>>r- V«hajr- 

The story may suffer from public 
knowledge, (he mere passage of time, 
and the accumulation of current tech¬ 
nology, but this mini-series of Verne’s 
classic novel spices up the narrative 
by taking some brave chances and 
mounting a handsome production that 
gives the Disney version a run for its 
money. 

There’s no way one can believe 
Dempsey as a French professor, but 
once the problematic nationality is 

Handsome production design by 
Stuart Burnside gives the Disney 

version a definite run for its money. 

overlooked, his turn as Aronnax helps 
Caine carry the film—not that Caine 
needs help. Ilis Nemo is full of anger, 
passion, and contempt for people of the 
land, so much so that one begins to 
wonder why he suffers Brown’s sabo¬ 
taging Ned Land as long as he does—a 
mistake that eventually brings his 
downfall. The production is full of ex¬ 
cellent undersea footage, real and man¬ 
ufactured, and makes wonderful use of 
CGI in creating Nemo's underwater 
domain and its inhabitants. 

What saves this production from 
being just another rehash of a well- 
worn story is Nelson's script and 
Hardy’s stylish direction. This version 
goes where not even Verne fell it nec¬ 
essary to go—to the surface, where it 
portrays Aronnax's bitter father and 
follows the actions of the proud captain 
of the Abraham Lincoln, a ship that 
floundered at Nemo's hands. Nelson 
and Hardy use Verne’s novel as a solid 
springboard to flesh out not only the 
main characters, but even some of 
Nemo’s crew, who have always been 
portrayed as silent, obedient drones; 
here, they are thinking, breathing, feel¬ 
ing men caught up in the adventure as 
much as Nemo. 

Thanks to some intelligent choices, 
this mix of main and supporting drama 
pays off with excitement, suspense, 
and ultimately tragedy. The subtraction 
of some characters and the addition of 
others (Mia Sara as Nemo's daughter 
and Akinnovye-Agbaje as a former 
slave) do not mar Vemc's intention but 
expand it. This carefully-crafted adap¬ 
tation may never achieve the classic 
status of (he Disney film, but it is a 

pretty good attempt to stand in that 
shadow. • • • 1/2 Frederick C. Szebin 

HBO’s SPAWN 
coolinutd from page 51 

“the feel, the look and the am¬ 
biance of it.” While much of their 
work is already sent overseas for 
completion (to Ko-Ko Entertain¬ 
ment and Sheen Production), the 
team will actually be doing the 
production work there, beginning 
with the second season. 

His struggles with the animated 
series have certainly paid off as the 
show does justice to the comic 
book. But McFarlanc also deals 
with the rigors of big-screen film 
life, where the MPAA rating could 
become a key factor, especially in 
such a dark and violent story. The 
decision has been made to accom¬ 
modate for a PG-13 rating. Despite 
what would seem a stronger movie 
without any rating constraints. Mc- 
Farlane is confident fans of all 
types will be satisfied. 

”1 don’t think anyone that 
watches the animation is going to 
be disappointed, nor do I think that 
anyone who doesn’t know any¬ 
thing about Spawn is going to he 
too alarmed by it. I think the movie 
is the place that’s going to tie it all 
together. You don’t have to go 
cute and you don’t have to go R,” 
though he happily added that the 
film will he skirting “two inches 

from R." 
The summer of 1997 looms as 

a significant step in the direction 
of McFarlane’s goal for his comic 
book creation: to make Spawn a 
household name. Batman...Super¬ 
man. ..Spidey...Spawn? McFar- 
lane knows this could be his great¬ 
est summer ever if the film and se¬ 
ries are successful. However, he 
does not sound too worried if they 
are not. 

“You pull me back here in Sep¬ 
tember and then we’ll see whether 
it actually worked or not!" He 
modestly joked. “It might have ac¬ 
tually fizzled. When Spawn was 
created, the goal was to make him 
a household name. That he had a 
successful movie or a successful 
show—is that kind-of cool from a 
distance? Yeah, I guess, but if it 
means getting him to be a house¬ 
hold name then that's what wc 
have to do. The answer is that it 
will never be a household name. I 
see it now; it's just too odd. too 
edgy because it’s never going to be 
endorsed by everybody in the 
household. We’ll have half-a- 
household name. So half the peo¬ 
ple will get it and the other half 
will never get it, but they’re proba¬ 
bly (he same people who don’t get 
THE THREE STOOGES either!” 

Additional reporting by 
Karl Williams 
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Life after 
“MEN IN BLACK” 
You might be interested in know¬ 
ing that Albert K. Bender, men¬ 
tioned prominently in the sidebar 
“MIB: The Urban Legend," has a 
subsequent film and genre connec¬ 
tion: in 1965 he founded the Max 
Steiner Music Society, the first or¬ 
ganization devoted to a filmusic 
composer and filmusic in general. 
In the ’60s, Bonder moved to Los 
Angeles where he befriended Mr. 
Steiner in his waning years and 
through the aegis of his widow 
made available to members of the 
organization tapes of his scores 
from his collection of check discs 
made at the time of the original 
recordings. A section from one of 
these tapes was used to fill a hole 
in the soundtrack in the 1992 
restoration of KING KONG. 

Rick Mitchell 
Film Editor/Film Director/Film 

Historian/Historical Technical 
Advisor to American 

Cinematographer and Films In 
Review 

WHO'S POWERFUL? 
Thank you for your “50 Most 
Powerful People in Science Fic¬ 
tion" article |28:12:32| but I was 
shocked that you chose the makers 
of INDEPENDENCE DAY over 
STAR WARS creator George Lu¬ 
cas. Why? 

What you have basically done 
is promoted special effects over 
storytelling. STAR WARS is wor¬ 
shiped for the originality of its sto¬ 
ry and characters. ID4 is somewhat 
respected for its special effects. Af¬ 
ter the phenomenal success of the 
STAR WARS reissue, how in the 
world can Lucas be under anyone, 
let alone (writer/director) Roland 
Emmerich and (writer/producer) 
Dean Devlin? At this especially 
prime time for Mr. Lucas, now 
prepping the new STAR WARS 
movie, you instead focus on Em¬ 
merich and Devlin who are filming 
a new... "Godzilla" movief?)... 

Did it ever occur to anyone that 
twenty years from now, no one 
will care enough about INDEPEN¬ 
DENCE DAY to give it a “special 
edition” re-release? The STAR 
WARS fanfare 20 years later 
should automatically put Lucas at 
the top! 

Maybe you should recall the is¬ 
sue to save yourself further embar¬ 
rassment, and in the meantime I 
will look forward to your next is¬ 

sue. Hopefully, it will make me 
forget about this major oversight. 

Tony J. Severino 
Haddonfield, Ni 

l We stand by our rankings. \ 

This letter is in response to the ar¬ 
ticle that appeared in 28:12, about 
the 50 most powerful people in 
science-fiction, horror and fantasy. 
I would like to point out that you 
misspelled J. Michael Straczyns- 
fci’s name. It is correctly spelled 
“Straczynski” (not “Stracyznsky”!. 

And why have you dropped his 
ranking from 35 to 42? BABY¬ 
LON 5 is stronger than ever; it is 
the best conceived, written and 
acted science-fiction series on 
television today (and perhaps of 
all time). 

Ralph Tedeschi 
West Warwick. RI 

[Wi’ stand by our rankings—our 
prtMifreading is another matter. ( 

“Lost world's” 
STATE OF THE ART 
Over the weekend I went to two 
different theatres showing THE 
LOST WORLD: JURASSIC 
PARK. Did I like it? It's hard to 
say; I haven’t seen it yet. In this 
age of technical achievements in 
movies one goal not yet attained is 
a uniform, enforceable standard for 
projection brightness. Both show¬ 
ings—in a major mall multiplex— 
caused eye strain trying to make 
out anything. Even in outdoor day¬ 
light shots, there might be a bright 
sky in the background, but people 
and objects in the foreground were 
dim. almost in silhouette. I’ve seen 
well-projected movies, and I can 
tell the difference. 

There are three problems when 
this happens. First, if you have to 
get out of your seat to complain, 
your evening's already ruined, 
which is why many people don’t. 
Second, theatre management cither 
will not think there is anything 
wrong or, if they know something, 
won’t admit it. They might give 
you a free pass, but that doesn't 
address the basic issue. Third, 
most of us don’t have the technical 
knowledge about bulb strength, 
screen size and distance, lumens, 
foot candles, or whatever to talk 
intelligently about it. All we can 
say is, “It looks too dark.” 

Where is the solution? Smaller 
theatres could be one answer, 
though unlikely for blockbuster 

openings. Another might be con¬ 
sumer education: full disclosure 
of technical data posted for each 
theatre, stating what is recom¬ 
mended vs. what they are actually 
using. 

The only acceptable standard 
should be: every showing of every 
movie at maximum capability. 

Les Leist 
Alexandria, VA 

[Perhaps all films should have a 
toll-free number posted on the end 
credits, like THX currently uses to 
check sound quality on their films. 
That way, gross incompetence 
could be singled out. Be an ac¬ 
tivist—complain, demand a refund. 
It won’t save your ruined evening, 
but it might for the rest of m.v/( 

TARZAN’S gorilla 
The photo of Tarzan and his trust¬ 
ed gorilla companion (29:1:48] 
was misidentified as being played 
by Don McClcod. The gorilla in 
the pilot, as pictured, was played 
by Kevin Brennan in a suit craft¬ 
ed by his company M.A.X. 
(Makeup and Animatronic Ef¬ 
fects). McCleod plays Bolgani in 
the series in a suit crafted by John 
Buechler’s MMI. Both compa¬ 
nies (and gorillas) arc based in 
North Hollywood. 

On the TARZAN front, after 
our issue went to press, TARZAN 
lead Joe Lara was fired, and pro¬ 
duction of the scries put on hiatus 
for a year. 

Stay tuned. 

CINEFANTASTIQUE welcomes 
your opinions. Address all corre¬ 
spondence to Letters. CINEFAN¬ 
TASTIQUE. P.O. Box 270. Oak 
Park IL 60303. Send e-mail to: 
mail(& cfq.com 

CHARLES POGUE 
cnttltnued from paitr 11 

what originally spoke to Rnffaclla 
on it. That’s what spoke to all the 
people at Universal when they 
were calling it a masterpiece. 
That's what got them honked on it. 
They knew they had an original, 
interesting piece." 

Pogue said that after filming 
was completed he received a 
complimentary letter from Kevin 
Sorbo praising the script. The 
screenwriter thanked the actor 
and explained why he was never 
a presence on the set during pro¬ 
duction. 

“It’s really a shame that all this 
pettiness had to get in the way of a 
great project,” said Pogue. “I 
would have done anything for Raf- 
faella except the two things she 
asked me to do, which were to 
compromise my integrity and 
compromise my writing, and it’s a 
shame because it’s the first time 
she ever had first class material 
since she’s been on her own, away 
from her father. The two best 
scripts I ever wrote are DRAGON- 
HEART and KULL and it’s seven 
years out of my life by the time 
KULL comes out. 

“They used to make adventure 
movies for adults and that's what I 
wanted. I wanted KULL to be an 
adventure movie for adults that 
kids could come to. That's what I 
wanted for DRAGON HEART, 
which is a swashbuckler for adults 
but it got turned into a kids’ movie 
because everybody's after the big 
hundred million dollar movie. The 
fear is, have they turned KULL into 
just your basic generic pabulum? I 
don't know. I wanted KULL by 
way of SPARTACUS; I hope to 
Hell we haven’t gotten KULL by 
way of RED SONYA." 

CLASSIFIED ADVERTISEMENTS 

Reach thousands of avid horror, fantasy and 
science fiction fans with your ad Classified 
ads in this space are $0.75 per word, caps 
$0.25 extra per word, bold caps $0.50 extra 
per word. Display space is available at 
$75 00 per column inch for camera-ready 
ads. AH ads are payable in advance Send 
your insertions to CFO. P.O Box 270. Oak 
Park, IL 60303 

VERY IMPORTANT MONSTERS. 16* collector 
teddybears based on famous movie mon 
sters Frankenbear, Bearide of Frankenbear. 
Hunch bear. Bearwod, and Count Bearacula A) 
so available. 20* Bear Trek spock diane (520) 
666 6836 

Nudist Colony of the Dead—$19 95 ♦ 3 00 
s&h, Jet Benny—A super Star Wars spoof 
14 95 * 3 00 s&h Mail to Artistic License. 
Inc, P.O Bom 19407 Dept E.. Sacramento. 
CA 95819 

MOVIE POSTERS BOUGHT & SOLD. Horror, 
SculL etc. Sam Sarowitz. 23 East 10th St.. NYC. 
NY 10003 212-477 2499 Fax; 212-477 6739. 

MOVIE-MONSTERS1M RARE. SCARCE 
Amencan/Foreign MONSTER MAGS/BOOKS. 
1920s-90s memorabilia on MGVIE/TV MON¬ 
STERS. DINOSAURS* ROBOTS. ALIENS. 
ANIMATION, Harryhausen. O’Brien, Disney. 
Danforth. leys, STAR WARS, TREK. MOREUI 
EXTENSIVE CATALOG!!! $5 to CINEWON- 
DERS / POB 67492 L A. CA 90067 

STEPHEN KING S THE DARK TOWER IV: 
WIZARD AND GLASS is now available in a 
beautiful illustrated hardcover (18 full-color 
plates by Dave McKean) from Donald M Grant, 
publisher of ihe KULL limited edition featured in 
this issue. Over 800 pages, the book is only 
$49 00 postpaid from DONALD M GRANT, 
PUBLISHER. INC . 19 Surrey Lane, P.O. Box 
187, Hampton Falls, NH 03844 
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Volume S Number 7 
Elvira, Mistress of the Dark, 

posing in her sexiest, most revealing 
photos to date. Also a profile of 
Athena Massey $8.00 

Volume 5 Number 8 
The ssue feabra 50s Uonde 

bomb^wi Mame Van Daren, as she 
reooute her movie career Also, MARS 
ATTACKS' S»ahJessca Parker SSjQO 

Volume 5 Number 9 
London Night s comic book femmes 

come to life as Carmen Electra, 
Vanesa Talor and more Also, 20 
years of EMMANUELLE $8.00 

Volume 5 Number 10 
SHERMAN DAKS siren Heather 

Elizabeth ParkhureL along with cable 
drva Kira Reed star in HBO’s PER¬ 
VERSIONS OF SCIENCE $8.00 

Free 8x10, Autographed by SHERMAN 
OAKS star Heather Elizabeth Parkhurst! 

m 
USUMB UKS1 if JJlMii 
Burosu scum nmu 
Call in your twelve-issue charter subscription today, and we’ll send you a 

free 8x10 color photo (shown below), personally autographed by Heather 
Ellizabeth Parkhurst, the star of HBO’s PERVERSIONS OF SCIENCE. A 
twelve-issue subscription is just $48. Charter subscriptions are for new sub¬ 
scribers only. If you are a current or lapsed subscriber, you can still take ad¬ 
vantage of this special offer by renewing or extending your subscription for 
twenty-four more issues (see coupon on page 61). 

Start with our next monthly issue, (shown right), devoted to “The Sexy 
Sirens of SPAWN," the summer movie hit from New Line Cinema based on 
the celebrated comic book created by Todd McFarlane. Melinda Clarke, a 
recurrent player on XENA, talks about her role as the film's deadly but allur¬ 
ing assassin, dubbed “Priest.” Clarke also candidly chronicles her past in 
provocative sci-fi films like Spanish import KILLER TONGUE, and her nude 
debut in RETURN OF THE LIVING DEAD—PART III, and her bid for star¬ 
dom as the lead in the new syndicated series SOLDIER OF FORTUNE. 
Plus an interview with Theresa Randle, cast as “the woman who loved 
Spawn when he was still a human being.” 

And also in the same issue, Julianne Moore on starring in THE LOST 
WORLD. Milla Jovovich on her role as sci-fi film goddess in THE FIFTH EL¬ 
EMENT, and Oscar-nominee Judy Davis. Subscribe today! 

Volume5Nunber11 
Renowned photographer and 

fantasy film director Dan Golden, who 
shot the front cover of FF AM . recalls 
his career. $6.00 

Volume 5 Number 12 
The 1997 edition of So FI'S 50 

Se»est Femmes, our choice of 
sirens who stoked the past year s so¬ 
ft cinema $20.00 

Vofajne6NuitiMr1 
Heroines of Hammer's Honor 

Cinema: Hazel Court, Caroline Munro 
and Barbara Sheffey Also Hammer 
Dracula, Christopher Lee $8,00 

Volume 6 Number 2 
The 50 sexiest femmes of STAR 

TREK: the classic senes, spin-offs 
and movies—actresses who really 
melded beauty and brains $8.00 

Volume 6 Number 3 
Behind the scenes of FLESH 

GORDON, the sexy satire of 30s 
sci-fi Also. THE HUNGER. STEELs 
Annabefh Gish, and more $8.00 

ORDER TOLL FREE BY PHONE, 1-800-798-6515 OR USE ORDER FORM, SEE PAGE 61 
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Volume 12 Number 2/3 
The CONAN THE BARBARIAN 

double issue. 50 pages devoted to 
one of the most ambitious Sword ft 
Sorcery epcs of all time, filled with 
hundreds of photos and behind the 
scenes information, interviews with 
director John Millius and production 
designer Ron Cobb, CREEP 
SHOW. VIDEODROME, and 
SWAMP THING. 116.00 

CINEFANTASTIQUE BACK ISSUES 

Volume 11 Number 3 
An exclusive report on CONAN 

THE BARBARIAN 16 indepth 
interviews including John Milius. 
Rob Cobb. Arnold Schwarzenegger 
and James Earl Jones, plus 
werewolves of Hollywood Rick 
Baker's makeup for AMERICAN 
WEREWOLF IN LONDON, the 
filming of WOLPEN; and the 
HOWLING s makeup effects SB.m 

Volume 8 Number 2/3 
Making FORBIDDEN PLANET, 

the definitive history of the film's 
production, reconstructed from in¬ 
terviews with more than 25 of the 
actors, artists, and technicians, 
profusely illustrated in full color 
with set blueprints; Gene Redden- 
berry on filming STAR TREK-THE 
MOTION PICTURE; and the new 
QUATERMASS sequel. 120.00 

Volume 10 Number 3 
Ray Harryhausen. Charles H 

Schneer and screenwriter Beverly 
Cross on making CLASH OF THE 
TITANS, with storyboards, behind- 
the-scenes shots, early animation 
tests, color composites and a rare 
photo of Harryhausens first use of 
Man-mSuit; Tobo Hooper's 
FUNHOUSE; Joe Dante's THE 
HOWLING SO 00 

I CINEFANTASTIQUE BciNEFANTASTiouEfl 

Volume 11 Number 1 
The amazing 35-year career of 

Dick Smith, creator of makeup 
effects for THE EXORCIST and 
ALTERED STATES; Rob Bottm s 
transformation makeup for Joe 
Dante'S THE HOWLING, Rick 
Baker and John Sayles on ET, a 
CE3K semi-sequel. Peter Hyams 
on OUTLAND. future projects by 
Jack Arnold Si5.00 

Volume 10 Number 2 
The production of Alfred 

Hitchcock's THE BIRDS, including 
interviews with sereenwnter Evan 
Hunter, production designer Robert 
Boyle, matte artist Albert Whitlock, 
bird trainer Ray Berwick, actress 
Tippi Hebron, and, of course. Sir 
Alfred himself; RESURRECTION, 
and producer Greg Andorfer on 
creating COSMOS $8.00 

Volume 12 Number 4 
The making of CAT PEOPLE, 

director Paul Schrader's remake of 
the classic horror film, interviews 
with the director-screenwriter Alan 
Omraby, makeup artists Tom and 
Ellis Burman, and many others, a 
retrospective on Jacques 
Tourneur's original CAT PEOPLE, 
Nicholas Meyer on STAR TREK II; 
TRON and THE THING $8.00 

Volume 10 Number 4 
David Cronenberg career article 

a look at this audacious young 
director, the low-budget shockers 
that made him famous and 
SCANNERS, director Jeannot 
Szwarc on SOMEWHERE IN 
TIME; the Greenburgs on their 
groundbreaking title sequences for 
ALIEN and SUPERMAN, plus a 
CONAN preview, 10.00 

IlCINEFANTAyTIQt^l 

Schwarzenegger 

IKMI >4M'l 

Volume 21 Number 1 
Reclusive actor/producer/ 

director Warren Beatty's talented 
crew of actors and filmic craftsmen 
on the making of DICK TRACY 
and from the Houston based set of 
ROBOCOP 2, our writer provides 
an in-depth look ai the rocky road 
that was traveled in creating the 
sequel to Verhoeven’s science 
fiction hit. $0.00 

Volume IB Number 5 
The making of PHANTASM II 

and a look back at the original film 
which foreshadowed the success of 
Wes Craven's A NIGHTMARE ON 
ELM STREET Wes speaks out on 
why he bid goodbye to the popular 
ELM STREET senes in the wake 
of a third sequel Also ROBOJOX, 
OUTER HEAT and CHILD S PLAY 
are covered SB 00 

Volume 21 Number 5 
This issue is devoted to Arnold 

Schwarzenegger's forays into the 
science fiction genre, including 
coverage of Paul Verhoeven s 
TOTAL RECALL and the hell of 
filming Mars down in Mexico, plus 
a look al the robot that can I be 
stopped, with James Cameron 
directing TERMINATOR 2, Ihe 
sequel to his 1984 hit 10.00 

Volume 13 Number 1 
The making of CREEPSHOW. 

including interviews with the three 
scanest men in Hollywood 
Stephen King, George Romero 
and Tom Saviri; a preview of 
SLAPSTICK; Infrovision effects, a 
talk with makeup artists Craig 
Reardon and Robert Short on their 
unheralded work on EX- THE 
EXTRATERRESTRIAL 18.00 

ORDER TOLL FREE BY PHONE, 1-800-798-6515 OR USE ORDER FORM, 

Volume 11 Number 4 
First part of Ihe definitive story 

of Ray Harryhausens life and work 
beginning with his childhood and 
earliest experiments with 
firm making through the release of 
SEVENTH VOYAGE OF SINBAD 
crammed with rare photos and 
exclusrve inside information, THE 
WORKS, SWAMP THING; and 
CAT PEOPLE 18.00 

Volume 13 Number 2/3 
Four issue-length stones in onef 

Exclusive coverage of Rob Bottm s 
startling makeup effects for THE 
THING, Ihe making of Spielberg's 
ET,. including interviews with 
Carlo Rambaldi and Dennis Muren, 
Pater Yales' KRULL, filming the 
razzlo dazzle special effects of 
Tobe Hooper's POLTERGEIST, 
120.00 

Volume 24 Number 5 
Our production article on 

DEMOLITION MAN lakes a look at 
how Silver and Stallone wedded 
their action movie formula to 
science fiction. Also in this issue, 
behind the scenes of NIGHTMARE 
BEFORE CHRISTMAS. Tim 
Burton's stop motion masterpiece, 
a dream project from the dark poet 
of fantasy 18.00 

SEE PAGE 61 


